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page 39”’. 


. 84, second paragraph, refer to Fig. 3, p. 28. 
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EDITORIAL NOTE 


In the Key System of directed Self-instruction in art, the first 
part of each volume is planned to be grasped by any one of normal 
intelligence. The last part, in the form of an esoteric commentary, 
uses terminology now confined to students of Universal Wisdom and 
it is not expected that others will be able to fully understand or 


profit by it. 


Occasionally in diagrams it has been found convenient to com- 
bine the two languages to save duplication, but there should i these 
cases be no confusion, nor does the one in any way prevent an under-— 
standing of the other. 


Apart from the unfamiliar Oriental terms, the student should find 
little difficulty in grasping the trend of the latter parts of the book 


when he realises that the method is based on emanation : that ts, 


_ working from the general to the particular, which is the one opposite 


to the recent methods of empirical scientific investigation. So that, 


in any diagram, such as the frontispiece of the present volume ; the 


proper working is from the centre, whilst the human tendency in the 
West is to start at the circumference, which is the empirical object- 


ification of the centre in terms of the subject under consideration. 


J.M. 
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' FIG. 1 


PART ONE 


| SCALE FORMATION 


In the preceding volumes the subject as a whole was dealt with in 
the first, andthe Twelve Primaries in the second. As it is neces- 
sary frequently to refer to the twelve basic hues they have been 
listed again here for those unacquainted with Volume Two. The 
list includes, first the serial number taking the place of names for 
practical work, lists, scalar definitions, ete., secondly the hue name, 
and finally the musical analogy in the diatonic scale which is 
based upon their vibrational frequencies and not on any personal 


~ whim. 


We are here concerned with colour on the physical and lowest 
plane ; its study must first of all be accurate on that level before 
any investigations in the higher realms can be useful. At the 
same time it is only by instruction from the higher plane that 
any order of value can be found. The musical analogy is of interest 
to some students but it is not necessary for the understanding and 
utilisation of colour. Any one wishing to realise the analogies 
more adequately can do so by reading the esoteric commentaries 
at the end of the volume which deal with this matter. 

The Twelve Primaries are :— 


1. MAKARIS B 
2. CRIMSON c 
3. VERMILION C sharp 
4, AUREAL D 
5. HERMEON D sharp 
6. YELLOW E 
7, GREEN F 
8. VESTALIS G flat 
9. CYANET G 
10. MARENAL — A flat 
11. AMETHET A 
12. ULTIMA B flat 


Each of these hues may be the Tonic of a “Major” or “‘Minor”’ scale 
in a way analagous to that obtaining in current music. The flats 
and sharps, or lowering and raising of the hue one semi-hue, are 
utilised here in a particular way which is necessary on account 
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of the spiral nature of all such manifestations and is fully explained | 


in the E.C. and in Volume 2 

The Primaries chosen as 5 “key” notes obviously AE not as a 
rule and as they stand take a prominent place in works of art. 
The greater part of the field is occupied by :— 

(a) other related primaries, usually in small or diluted quan- 
tities. 

(b) by tertiaries or greys composed of related primaries in 
chords belonging to the chosen scale. The primary chord, for 
instance of the Diatonic scale of C Major, C:E:G would translated 


X 


into colour be 2:6:9 or Crimson: Yellow:Cyanet, and as this is com- — 


posed of one red, one yellow and one blue, it is obviously a chord of 
equal balance, approximately, and therefore is capable of producing 
a number of admixtures or greys. 

It is clear that little practical utilisation of scientific aie 
material can be done without defined scales or modes ; that is, 
until we have some reasonable method of selecting particular units 


from the general series of possibilities represented at the moment 


by the Twelve Primaries. This series is abstracted from the 
natural Spectrum band as being a selection which embraces all the 
individually different hues appreciable to the human eye, but it is 
unlikely that this list contains all the hues that are actually present, 
even in this natural spectrum ; and we have no particular reason. 
to suppose that this spectrum constitutes all the possibilities of 
colour. But even the twelve-hues spectrum is far too complex to 
be a practical scale in most cases, corresponding of course to the 
Chromatic scale in music. Whistler’s famous mot comparing the 
imitation of nature to the musician’s sitting on the piano keyboard, 
throws some light upon the reason for this. If such a seale be used 
a very drastic system of selective chords is essential for good 
results. 


It must be said at once that the exact wave-frequencies chosen, 
to represent the primary hues are still controversial, and two lists — 


rarely agree, so that they must be read with this reservation, but 
as this is usually due to the exact point chesen in a considerable 
band of colour as being the most intense, it makes as a rule no 
difference to the practical application of a series. 

We must now realise that there is no “absolute” truth dis- 


cernible in any manifestation, which in its nature is relative, and | 
the colour-band, whatever its ‘“‘absolute’’ nature may be, fluctuates © 


according to the visual faculties obtaining and the uses to be 
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made of it. A choice of scale is made for distinctiveness and 
individuality and the fact of wise choice is much more important 


_ than an attempt at absolute accuracy which is in any case im- 


possible. This does not however imply an endorsement of a sloppy 
or vague personal predilection. No doubt a Mathematician would 


equally say that all his terms in use are purely relative and, ab- 


solutely, irrelevant. Some terms however have to be used, and 
the most logical appear to be the best. The same applies to colour. 


The absence of real individuality in most modernistic art, in 
spite of its much vaunted ‘‘freedom”’, shows that its material, not 
having been chosen on any defined basis, misses any distinctive- 
ness other than the artist’s personality may impose upon it....a 
distinctiveness that inevitably “dates” unmercifully. 


True uniqueness in a work of art results from essential mean- 
ing, which is always individual, not from the personal whim of the 


artist, and can only express itself (when he gets himself out of 
_the way), by means of closely defined methods such as have ob- 


tained in all fine periods. 


The reason is obvious: limitation in scope, as definition of 


idea, increases the possible variations in every case. Scales there- 


fore are properly designed to give the utmost possible variety of 
choice within the limits proposed. 


In colour, the painter tends to operate sitier from the point 


_ of view of light or of colour. The central point of balance has its 


own peculiar appeal which is the most difficult perhaps to achieve 
but the most satisfying, to a certain type of mind at anyrate. It. 
may appeal also to others as a relextion from the more strenuous 
polar regions. 

The Scale is the link between the amorphous. possibilities 


displayed in the primary hues, and the symbolic use of them in 


works of art; and it must include both ideas within itself, so to 
operate. It presents, in fact, a-defined choice in regard to possi- 
bilities, made with an eye to their symbolic utilisation in a par- 
ticular case. 

A scale may be thought of as a differentiation or canalisation 
of a stream of energy which is undefined and amorphous to that 
point. This stream is led, as it were, along a definite path or 


-river-bed in a direction necessary for its function. _ If these 


streams be thought of as proceeding from an immense and all- 
inclusive reservoir (Light), the simile with water is apt: the same 
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force being moulded in all sorts of different ways resembling the 
river, stream, brook, runnel, etc. 

Primarily a scale is a “palette” of chosen colours. 

The scale is also a sequence of individual factors chosen to 
form a more complex unity than either, and is therefore an aspect 
of individualisation itself. As in every such case there must be 
a unifying idea, or reason, or subject or initiator of the plan, for 
the production of such a unity. It must have been designed to 
fulfil a specific function. A scale is consequently a tool in the 
hands of the artist, and these may be of at least two distinct types. 

A scale may be formed in order to produce primarily, an 
effect of colour, an essentially emotional effect, and in recent times 
this is the type most in use. But in ancient times it was not so, 
but chosen from the pint of view of the symbolic meaning of the 
chosen hues: that is from the attitude of thought or intellection. 
Between these poles all scales may be placed. Some of course 
may be balanced evenly between the two: possibly the majority, 
and there is no doubt that both factors are important according 
to the circumstances. One thing is certain that to the extent 
‘that the symbolic attitude is taken, it must, to be effective, subject 
itself to authority ; and to the emotional or “‘pure”’ choice can be 
granted a corresponding individual latitude. The inexorable 
test in this case comes very much later on, for the value stands or 
falls precisely on the individual stature of the artist ; whereas 
there is no such responsibility involved where the universal sym- 
bolism is accepted, which incidentally includes a perfectly adequate — 
emotional appeal of its own. 

This subject being is a state of infancy it is easy to take the 
already developed systems of musical syntax for a guide, but 
these do not prove an exact parallel and they are only a guide 
in the early stages of study. Our aim must be to get beyond the 
analogy with sound, however true it may be, and ascertain our 
methods directly from the source from which music also developed. 
At present the two direct means towards this seem to be the 
vibrational frequencies of the notes of colour and sound, together 
with the rational unifying elements found elsewhere. Neither of 
these guides are arbitrary and both are of immemorial antiquity. 
It is not generally known how Sappho (to whom the historical ~ 
inception of our present musical knowledge appears to be due), 
arrived at the sequence which gave her in that period a transcen- 
dent reputation throughout the Western world. But we do know that 
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the seale was taken in hand and perfected by Pythagoras, and — 


_ thence evolved into the Greek Modes, which were obviously con- 


\ 


structed on a symbolic basis, each note being associated with one of 


the Seven governing planets. 


It must here be shortly mentioned that, as is not generally 
known, there were two systems current in Greece : the empirical 
modal technique developed along the lines of the practical use 
of the lyre and human voice, and the theoretical symbolic series 
of notes schemed on a purely esoteric basis. It is surmised that 


although the latter was never used in music, it has confused 


subsequent investigators to a considerable extent. The latter 
system employed the theory of progression by spiral fifths, which 
is actually a valuable series in colour. It is a harmonic series 
and according to at least one authority, is therefore not practicable 
for use in a restricted compass. The matter is abstruse and merely 
mentioned here to avoid misconceptions in regard to the rampant 
confusion about the Greek modes. 

Such a sequence as the septenary planetary scale, adopted by 


-. all known musicians in early times, if not exclusively, is chosen 


therefore partly for its intrinsic necessity and partly for its real 
authority ; controlled, that is to say, by spiritual characteristics. 
All authentic scales no doubt combine the two elements in a similar 
way. And the two are fundamentally one, in the liberty of unified 


law, being merely an aspect of the positive and negative forces 


upon which creation is based. 


The most important difference between sound and colour, 
which must be at once noticed, is that in colour there is but one 
“octave” or complete series appreciable by the human eye, whilst 
there are many octaves of sound. The higher note of the octave, 
say C and its octave ascending, has no corresponding colour analogy. 
The arbitrary use of Crimson and a paler Crimson is not analagous 
at all to this difference, as its correct analogy is to C and a softer C, 
or a note of less force, less sound. The high C of sound is a quite 
different frequency of vibration. We are actually faced, therefore, 
with the fact of a corresponding scale of colours to those of sound, 


but in one octave only, the middle one. The compensation is in 


graphic art that the individualities of the colours are far more 
clear to us than are those of sound. 

It must not be supposed that the analogy of colour with sound 
is a purely arbitrary one. There has been a great deal of uninformed 
speculation in this field, so that some of the more scientific investi- 
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gators have repudiated the idea of any possible analogy. However 
it is now empirically proved (see “Colour co-ordination,” Sargant 
Florence, John Lane), that the two languages have a common 
basis when adjusted in the summation series basing the vibrational 
frequencies. This is only a belated affirmation of a fact that was 
known thousands of years ago, as is indicated in the following 
quotation from ‘“The Hindu View of Art” by Anand (Allen and 
Unwin). 

“From the popular practice of representing Ragas and Raginas — 
(musical modes) through the graphic arts, which prevailed in 
India, it is evident that the Hindus firmly believed im the 
intemate relationship of the various arts in general, and of 
the graphic art and the art of music in particular.” 

and : 
“ All art is one, and its goal the beauty of the Divine Life.” 
So long therefore as we are clear as to the difference involved 
between language functioning in time and in space (there is no 
sequence, in the graphic arts), any useful analogies should be used. 
Two musical terms which are suitably employed are “melody”’ 
and “‘harmony,”’ and it must be remembered that an analogy is 
not an identical similarity, but a parallel that varies in detail. 
These terms concern our present subject closely. Their 
fundamental distinction in both crafts is one of dimension : melody 
corresponding in graphic crafts to a single linear design and har- 
mony to a movement in depth or volume. Between them is that 
vast field of contrapuntal composition in which many “lines” of — 
design make a woven and possibly modulated surface of pattern. 


It may be said that the Scale develops in a precisely similar _ 


way : those series necessary for melodic design in line being much 
simpler (in the sense of fewer) than the more complex necessities _ 
of harmony, which however are actually simpler in being purer as ~ 
colour, in pigment. This important distinction is not often de- 
fined or studied, probably because unknown. The relation be- 
tween Black, White (light) and Colour is touched upon in our 
previous volumes and it will be realised that when Colour is in the 
form of pigment ( Re-mitted light), the result of continued mixture 
tends towards the fundamental Black ; whilst the intermixture 
of even a few Trans-mitted hues (coloured light) results in White 
light. This shows white to be produced from the combination of 
individual hues: their active co-operation. Whether black is’ 
similarly the result of their passive non-co-operation is not, — 


Ravel a great deal of enthralling sound has been made. 
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perhaps, so proved, but the instance opens up an interesting field 


of inquiry. 


In any case it is clear that the intermixture of black with 
colour evidences a confusion of thought. Hues may be diluted 


_ against either white or black, but they are not “mixed”’ as one 


mixes paint, as a rule. 
__ At the close of volume two, on the primaries, a hurried refer- 
ence was made to the Duodecuple or “‘whole-tone” scale. This will 


‘now be more fully considered, and its colour-form given. 


There are only two of these scales, using, together, all the © 
twelve semi-hues. Obviously it employs these alternately in 
two sets, for the term “whole-tone” indicates such a progression. 
It is a scale not used until the recent past and has no apparent 
relation with natural usage of any kind, being a purely mechanical 
arrangement. The effect of its use however is at present very 
definite and very interesting, in sound. Due to its lack of Tonic 


or central focus, and mcapable of any “resolution” ..... there 


being nothing to resolve, it conveys precisely this sense to the 
hearer, of something indefinitely remote from experience, withheld 


and of some other world. This is however likely to be a very tem- 


porary effect, because there is no reasonable basis for it, and when 
the novelty wears off it is more than doubtful if anything very 
thrilling will remain. At the same time the fact cannot be denied 
that at present in the hands of such composers as Debussy and 


be 


When translated into colour the scales are also quite useful, 


but their effect is not at all similar, being rather that of simplicity 


and childlike naiveté .... a good example of the change undergone 
by passing from one medium to another: | the same material seen 
in space and heard in time being completely different in result. 


These two scales follow.. The hues will always be indicated by 


their number. Students will quickly memorise colours in this 


form, and thus save a great deal of trouble. As the two scales are 


complementary and alternate in progression, they are in character 
positive and negative, or male and female. For this reason and for 
the sake of astrological students, we are here giving the relative 
allocations, so that this fact is proved to them, indicating the 
rational basis of our nomenclature. These Zodiacal correspond- 
encies can of course be made in every case, but there is little point 
in this as a rule and we shall not cumber the book with what can 
easily be found or applied individually, if desired. 
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A. POSITIVE - B. NEGATIVE 
Sound Sign Element Number | Number Element Sign Sound 


B v3 Earth 1 2 3 Water io Vestas: 
Cesharp 2 oe ture 3 4 Earth mM D 
Ds TY Air 5 6: Fire Age EK 

F so Water re 8 Earth 8 G flat 

G Sao OA TT 9 10 Water * A flat 

A ft Fire 11 Loe Aan o01  Bilat 


_ Note.—In “A” the predominance of Air and Fire, masculine in 
‘““B”’ of Water and Earth, feminine. 

The “correct” dividing up of the octave, as we hinted above, 
probably is impossible, but it may be attempted in various ways. 
Up to the present both musicians (if the point is applicable) 
and graphic artists (where it is vastly important) have entirely 
ignored an interesting factor in the spectrum band, which however 
has been very well known to scientists. I refer to the fact that 
all the twelve hues are not of the same intensity. At one “end” 
of the band they are very much deeper, that is, there is more — 
colour than the other. This is gone into at length in ‘“‘Colour- 
co-ordination”? a valuable technological book by. Mary Sagant- 
Florence, published by the John Lane company. 

The Key system has a quite different explanation of this fact, 
(shown, for instance, in the “Sephira of Colour” diagram) 
than is usually accepted. It is difficult to deal with chiefly be- 
cause, the hues being properly on a spiral, no flat diagram can 
adequately explain the matter. The facts however have to be 
taken into account in scale formation, whether one leaves the 
hues as they appear or rectifies them to the equipollence which 
seems preferable for some usages. As regards the scale of colour, 
that is the spectrum band starting at B natural, the deeper hues — 
occur at the extremities ; the paler ones at the centre. This is 
perfectly clear in the diagram referred to. Our explanation is 
that at these extremities the stream of force changes its expression 
and becomes heat or electricity when passing beyond visibility. 

It is know that Infra Red and Ultra Violet exist just beyond 
this point, and are obviously the next hues to be appreciable to 
the human senses yet to be developed in forthcoming Races. There 
is no apparent reason why both heat and electricity should not 
be seen and heard as well as detected in other ways. However we 
need not theorise about these facts at the moment. Our point 
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| here is that something different occurs at the point of entrance and 
exit than happens at the centre of the gamut. It is therefore 
obvious that this difference must be dealt with in some way in the 
allocations of hues to scales and chords. It is dealt with quite 
satisfactorily on an astrological basis, where the positions of ex- 
treme luminosity are occupied next to the invisible white by the 
two Luminaries, Sun and Moon, whilst Saturn, the arbiter of the 
Times of man (i.e. birth and death) is so divided at the other ex- 
tremity. This is perfectly logical and satisfactory. Until the 

practitioner however can accept such a solution. a merely empirical 
one must take its place : one*that apparently each must work out 

_ for himself. ~ | 

There are some analogies however that may be helpful and we 
will try to give such of these as seem germane to the subject. 

A corresponding condition occurs in connection with the 
arrangement given as the frontispiece to this volume. In this plan 
tlie central unity represents white light, the active sum of all hues, 
whilst the receding circumferential figures of 3, 5, 7, and 12 sides 
indicate more and more minute differentiations of this into purer 
and purer hues. It is evident then, that if we conceive of the 
creative source at the centre, its expressive manifestation occurs 
between this and the, probably infinite, circumference. In this 
diagram it stops at a twelve-fold termination, but actually the 
Oriental artists go far beyond this limit in their musical history 
at any rate. as we notice in a subsequent section. The complex- 
ities of a twelve-fold scheme however are quite enough to as 
Western minds occupied for some time longer. 

Now if this diagram be studied it will be noticed that the 
Green and Yellow or most luminous hues, persist from the centre 
to the circumference, whilst the others all change in various ways 
as they become more and more differentiated. That is, we 
actually in practice, have a luminous ray extending throughout 
the entire gamut, or, in other words, the central light is diffused 
throughout the whole scheme. It is not possible in pigment to 
realise the importance of light, because we are dealing with re- 
mitted colour, but it is evident to the scientist who is dealing 
on the contrary, as a rule, with transmitted colour (i.e. light) that 
as we ascend from the intenser hues to white light, from the many 
to the one (or from circumference to centre of the diagram) colour 
becomes less and less evident because more and more resolved 
back into its origin through an overlapping process. The _ 


i) 
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“mixtures”? of the scientists’ coloured light very soon produce _ 


white, whilst the painters’ mixtures more and more produce black, 


or that tendency. The symbolism of this is obvious if irrelevant _ 


here, and its practical bearing is that only in his primaries does the © 
painter approach pure colour at all unless he adjusts the matter 
by approximating coloured light in placing the hues next to one 
another instead of mixing them, as did the Impressionists in a 
more or less scientific manner. 

Thus it would be quite possible with a more scientific technic 
and. better equipment, to produce an illusion of luminosity a great 
deal more convincing than was that ever attained by the painters 
mentioned. The question remains whether luminosity is of any 
particular moment in this connection. _ The trend of all the art of 
the past epoch has been towards such an achievement but its 
highest success as indicated, was immediately thrown away as 
uninteresting, and there would be even less likelihood of anything 
- more drastic improving matters. The probability is therefore 

_ that the unfoldment of colour is rather in the direction of its 
symbolic presentation than towards the illusion of luminosity. 
But in any case the painter must always be conscious of the two 
poles between which he necessarily works, those of light and hue, 
for each tendency bears its own implications and relevancies of 
technic: A scale of few hues is not one with which to obtain 
illusory effects, and vice versa. _ | 

Working from the circumference of diagram 1 we see that each 


of the twelve circumferential hues is distinctly individual and. _ 


separate from all others. Two of these unite to form one of the 
septenary series, the combination being, actually, an overlapping, 
so that the individuality of the hue should not ideally ever be 
“Jost”? and therefore the graying of the septenary colours as in 
pigment, should not perhaps occur. The septenary blue, for in- 
stance, is a mixture of 8 and 9 if these are placed in juxtaposition 
in minute quantities, the real colour is approximately seen. 

This overlapping more patently occurs when we approach the 
Three Rays, where even the 6 and 7 are mingled. The mixtures 
ofpaint at this level are extremely muddy; whereas they should | 
be luminous and at the same time equally intense, a condition 
impossible of attainment with our present processes. Actually 
at a distance, the Impressionist painters did achieve quite a 
good idea of luminosity by their juxtapositions, and a corres- 
ponding ‘absence of colour sense, but the slightest deterioration 
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: Ee of any hue would in such a case throw the whole thing out of gear, 
3 se -_as it has usually done, and the whole house of cards comes tumb- 
ae ling down. It is the least permanent method of all. Now that, 
_ especially in Museums, no picture is safe from the ravages of the 
“restorer” or ‘“‘cleaner’’, any such subtety of procedure is doomed 
to almost immediate liquidation. 
These experiments also tended to a very slight idea-content 
and their technical theory tended in practice towards an unpleasant 
_ predominence of a rather acid violet and green and a peculiarly 
unpleasant series of salmon and flesh-coloured pinks which do not 
harmonise with them at all. 
Another and much more satisfactory method of approach to 
luminosity is characteristic of the egg-tempera medium. Here the 
- extreme natural luminosity of the pigment enables the painter to 
proceed by a series of superimpositions, so that he can place even 
complementaries. over one another and instead of mud obtain a 
vibratory play of hue which amounts to coloured light. This is 
the nearest approach so far made towards making the best of both 
worlds of colour. Any good tempera painting exemplifies this 
fact m some degree whilst such modern practitioners as Wads- 
worth and Armstrong have experimented further by a method of 
fusion analagous to that of the impressionists. 
One of the uses of the above materials is that in the case 
of transposition, or the taking of successive notes for the terminals 
of the same scale, the difference is not merely one of relation in 
colour or hue, but also of luminosity. The less intense hues being 
_ in different relation to the tonic in the various transpositions, a 
factor which is not appreciable in sound, and another compensa- 
tion for dealing only with one octave in colour. 
~ Whilst we shall now consider the analogy with the musical 
Diatonic scales, generally used at the moment, we do so only 
because they will probably be most generally acceptable. The 
tempered scale, as we shall see later, is almost as far from any 
natural organisation as is the Whole-tone, and cannot be at all 
accurately used either in sound or colour. It is at best rather a 
hopeless approximation, however useful for the piano and organ. 


— 


SCALES ON THE TWELVE 
SEML-HUES 


THE musical Diatonic scale is most commonly used to-day and an 
analagous colour scale is possible (see diagram 2a and b). For 
reasons to be given we shall pay little attention to this scale, which 
is evolved from the Greek Mode of C. In the Greek scheme as 
commonly but inaccurately taught, each note, as of the white keys. 
of the piano-forte, is the inception of a scale proceeding in the order 
of Tone, Tone, Semi-tone, Tone, Tone, Tone, Semi-tone, as it 
~ comes, each being different from the rest in the series and having 
an individual character of its own. The use of the tempered scale 
however entirely falsifies this Greek series, so that only its ghost 
remains. 

In the Diatonic scales on the other hand there are but two 
variations (Major and Minor), based on two of the Greek Modes. 
Any imagined individuality in other scales of the diatonic series 
must be due to the difference in pitch or to the extremely rare 
ability of the hearer to detect note-character, which may explain 
the ability known as “absolute pitch.” 

Both Diatonic and false Greek modes presuppose a “‘tonic”’ 
or “key” note, which in these is the terminal and focus of the 
scale. (Its real function was to symbolise the position of the sun 
in the solar system, the tune returning to rest at its close on this 
note.) The falsity inherent in this system is that the octave, pur- 
porting to be an exact counterpart of the similar note below or 
above, in the natural sequence is not exact, but appreciably differ- 
ent, so that when a series of octaves is used the discrepancy is 
eventually quite a large one. The important point here is that in 
making chords the true variations are especially called for. We 
shall consider this later when we deal with the true modal scales 
calling for an enlargement of the gamut to twenty two divisions. 

At this point it may be well to point out an easy method in 
practice of finding scales and chords ; with the warning that it is 
not an accurate presentation of the relation of hues, these being 
actually unfolded on a spiral basis and not on a joined circle. A 
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circular plan, then, is made with the number of sections necessary | 
for the basis of the particular scale required : i.e. either at twelve- 
fold, septenary, or five-fold series as arule. These sections should 


be coloured accurately and numbered serially, with any other in- 


formation desired. Over this plan a series of dises are made which 


may revolve on a central pin, such discs being slotted at the correct 


intervals to show the gamut of the scale required as through a 
series of windows. The Diatonic Major scale is shown in Diagram 
2b: the plan on which it revolves in 2a. T is marked on the slot 
to indicate the Tonic, and is placed over. the particular line which — 
is to be the tonic of the desired scale. Nothing could be simpler. 
This (2a) is also the sequence of the modernised Greek Mode on CG, or _ 
Lydian ; so that if T is placed over C (or 2 in the Key series), it — 


indicates both the Diatonic C€ scale and the Greek tye mode. 


\ 


We shall return to this dise later. _ 
We must always remember that Makaris mS the First hue and — 
Ultima the last ; and that Ultima is not jomed to Makaris but is 
above it, on the ascending spiral. This is explained fully in he 
K.Cyin Vol. J; Part 2. 3 
Lethe poner will once again refer to the Frontispiece which 
gives a visualised plan of the various factors in scale formation, he 
will see that one of the uses of the slotted dise or compass, is 
to apply the inner number, in each case, to the colour series of | 


the outer: thus the five-slotted dise gives pentatonic scales or _ 
modes chosen in a certain order from amongst the seven Colours 


or twelve Hues as the case may be, which are the undefined possi- 
bilities of variation. It is worth noting that what are undefined ~ 
or abstract possibilities to the inner, become the index of definition 
to the outer. : 

We hope this is clear and fairly simply stated. If the reader 
feels confused or that the matter is complex, he may rest assured 
that if he begins to apply this system at any point he will soon 
realise the freedom and release which it gives ; he will also begin © 


to see that this is the only practical importance of it. Apart fron: 


esoteric symbolism scales have no real meaning or value: one hue 
is as good as another, and choice as a rule depends merely on per- — 
sonal preference. This however may be a dilute or confused in- — 
tuition of a definite interition which can be clarified by a study of 

planetary and zodiacal symbolism. Such study alone gives the 
empirical basis for a solid and reasonable standpoint in all works of 
art. Any obscurity of fancifulness there may seem to be in these 


- SCALES ON THE TWELVE SEMI-HUES view | 


allocations is due either to an incorrect statement of them or to 


___ the ignorance necessarily present at first in the mind of the reader. 


They are merely the broad and balanced simplification of the 


~ natural laws or Cosmos which is the method of functioning in the 


universe, including that of Hieratic Art. 
The use of scales in all art, already so obviously essential in 


music, should not be thought of as restrictive but as providing a 


means of definition to the artist’s idea : a definite problem to solve. 
The usual vague “freedom” to use any colour anywhere usually 
ends in the use of a very few colours everywhere, and the conse- 
quent monotony of our picture exhibitions. Even people with a 
trained sense of colour and natural ability in it, are surprised at the 
infinite variations put before them to choose from by the very sim- 


ple factors necessary. It is indeed the particular job of Colour to 
present infinity as regards numerical instances ; but no one un- 


aided could be conscious of this infinity : most people only remem- 


ber a very few combinations. 


Having indicated the natural bridge, the Diatonic scale, be- 


tween musical syntax and the analagous but unexplored erammar 


~ of Colour we will now give what is felt to be more a rational view 
of the matter based on fundamental symbolism or law, which is 
truly scientific. Whether this may apply to sound as it does to 


\ 


oe eth ee 
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-eolour the author is at present unaware, but there would seem to 


be no reason for supposing otherwise. 
It is evident that the Diatonic scale as applied to Colour is 
largely a mere confusion. The so-called “minor” form was origin- 


ally the Greek Mode on A (11) the Aeolian. But musicians dis- 
liked the sound of the whole-tone as “leading note,” that is the 
_ transition from G to A. - This in colour is from Blue to Violet or, 


harmonically, from Cyanet to Amethet. Musicians may feel 
differently about it now, but in any case their aesthetic sensibilities 


do not provide an excuse for colourists to disturb the natural 


sequence of hues because they may happen to dislike it. 

The musicians were not even content with this, however : 
(bad always leads to worse till the degenerate becomes too palpable 
to evade), for they altered it again—to make things easier for the 
incompetent vocalist ! thus presenting us with the curious anomaly — 
known as the Diatonic Melodic Minor Scale. 

- This has been accepted in the way that any drove of sheep will 
accept any direction, good or bad, but (as goats) colourists are 
under no obligation to follow. 


i) 
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THE HARMONIC BASIS. 
Let us: consider the twelve basic semi-hues as they stand, 


forming first of all a scale in themselves similar to the “chromatic” 


scale of the musicians. It is from this basis that the harmonic 
natural sequence is evolved, or, perhaps, to which it is adapted, and 
this, as its name implies, is a tool for making Harmony, or relating 
notes together instead of merely in sequence. 

It must be made clear that although all scales are merely em- 
pirical attempts to adjust the infinite to the finite (instrument) : 
they are not necessarily arbitrary on that account. The harmonic 
scale bases itself on the fact of “harmonies.” If you strike any 
note on the piano the sound you hear is mingled with others. These 
others are notes nearly related to it, known as harmonics, but they 
may be many octaves above any particular note. The harmonic 
scale lists these intervals within one octave. They are therefore 
a natural sequence adjusted to one octave instead of being spread 
Over many. ‘This compression means that they are not accurate 
intervals which are produced. No sound in the gamut exactly 
repeats itself any more than anything in nature is exactly repeated. 
The Pi of the circle symbolises this fact. Because we seem to need © 
an exact repetition for certain instruments we agree to forego 
accuracy for convenience. (See ‘“‘Science and Music” of Sir 
James Jeans for this). 

“Daniélou also makes the matter clear, quoting d’Olivet, 
The Lyu (note) hwang-chong being the fundamental (Kung)... . 
has 508.76 vibrations and is, therefore, in the physicist’s scale 
Pees F natural, according to the Western modern dispason. 
“Kung, source of light, the centre to which everything is attracted, 
corresponds to the sound we call F” (Fabre d’Olivet, La musique ~ 
explique). Daniélou says, ‘“‘considering only the first sixteen 
harmonics’... .. we obtain a scale of eight tones 

C D EK Fs G A Bitew is (C) 
: or 46 41 38 30 32 30 28 
The harmonic series cannot be suitable for a scale basis: all 
its intervals differ from one another and decrease as it rises ; 
the fixed structure of tetrachords cannot be established.” 

This explains the fallacy of several attempts to form scales, 
notably the whole-tone or duodecuple series. E 

The progression indicated above for Greek modes is that of the 
white keys of the piano but it is not the septenary colour-series of 
diagram One, nor the Zodiacal sequence. By looking at the key- 
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_ board of a piano any one can see that if you begin at successive 
white keys and play seven notes up (or down) the sequences are the 


-- same and the notes the same. Yet each one of these sequences is 


_ different in effect. Why? Because the interrelation of the notes 
is not the same in any two instances. This is the reason for the 
advantage of even the falsified Greek Modes over the Diatonic 
‘series, which is actually only the transposition of one mode (C) 
with its particular characteristic, on to various tonics. All the 
_ Major scales are, then, merely transpositions of the (inaccurate) 
Lydian Mode. 

For some time after Greek days the Church used a garbled 
version of the Modes under incorrect names (these people always 
change nomenclature to cover their traces) and as we say, the 
_ “minor” version is merely a garbled version of the Aeolian Mode 

(on A). We prefer to use these modes, even on a diatonic basis, in 
their natural state in colour so far as is possible. It avoids some 
of the confusion in the musical anology. 

The following is a list of the Greek Modes as given by Jeans 
and several other writers as adapted to the diatonic scale. The 
terminology differs with the writers but the mode is the same. 
It is not here given as accutate except under that reservation. 
Supposing the slotted disc to be placed as cut for the diatonic 
_ major scale, in correct place; i.e. 1 on B or Makaris, the modes 
can. be read as from the number indicated, upon any division, 
1.e. Phrygian always from 4 on any hue-note. 


Greek Name Hue Number Associated Sound as keynote 
(terminal). 

Mixolydian 1 B 

Lydian 2 C 

Phrygian 4 138 

Dorian 6 E 

Syntolydian ic F 

Ionian 9 G 

Aeolian ila A 


It is said that the modes, beginning with middle A descended | 
to their terminals by 5ths. This highest note, A, is very low.* If 
a fact it is doubtful whether they decided upon it from the in- 
ability of their strings to stand further tension or whether their 


* Maurice Wemyss («Wheel of Life’: Vol. 2) gives the following pitch for 
the Greek lyre (downwards) :—D (normalhighest note) or Nete ; C, Paranete ; 
Bf, Paramese ; A, Hypate. This disposes of the matter of Greek pitch. 
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voices were unusually low. It is more than probable that this er 


is an instance of the intrusion of the theoretical laws and that 
“4” being the note of Jupiter Zeus, nothing was allowed, even 
symbolically, to stand above it. : 

We cannot go at length into this subject ane. as subsequent 
information throws an entirely different light upon it, but in — 
order to use the modes at all (and they are empirically use -: 
some understanding of the problem is called for. : 

A reference to the frontispiece once more, will remind the 
reader that two of the hues, six and seven, or E and F, are different 


in character and behaviour from the others. (The reason is given ~ 


in the E.C.). All the others fall into pairs quite straightforwardly, 


except 1 and 12 which are not quite so straightforward) and if the 


terms have any real significance the “major” and ‘‘minor”’ should 
apply to these scales; It would be reasonable to adopt such a 
terminology, for each of these pairs other than 6 and 7 is actually 
the major (positive) and minor (negative) factor of one septenary 
Colour, as is evident from the diagram. It is the confusion of — 
each colour with its component two hues that is so unfortunate. 
It is reasonable to read each two allied hues from the same Modal 
tonality, for they actually belong together and are in every sense — 
the two aspects of the one whole, and thus inseparable basically _ 
as the impulsive and receptive aspects of individuality. This — 
being so we should have the following series : ; 


Major Modes Minor Modes 
on E6. F 7 
G9 G flat 8 
Rit A flat 10 
Bl B flat 12 
C sharp 3 hee : 
D sharp 5 D 4 


These in themselves make two interesting scales, read down- — 
wards. 

It may be noted as one proof of the natural order of this 
arrangement, that the two ‘“‘different’’ colours, Yellow 6 and — 
Green 7 behave here in a curious way which is not arranged : they 
do so inevitably. 6, an even number leads the Major Modes, which 
otherwise are odd numbers, whilst 7, correspondingly leads the 
even Minor Modes. This may not be impressive to the average 
student, but it 1s eloquent to those who understand the meaning © 
of numbers or are scientifically trained (Note 1, E.C.1). 


™ 
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> This series gives a very varied basis for work, as it includes 
Seg every hue and provides twelve distinct aspects of the same sequence 
of hues in a consistent and logical order which is scientifically 
based. It is however an infinitesimal fragment of the possible 


variations even of these twelve hues. We may if we wish give 


__ ourselves seven variations of each of these by transposition, that is, 


we can use the Lydian, Aeolian, etc., sequence on either of the 
twelve hues, or all. 
Before considering these higher scales, however, we will com- 


_ plete our remarks upon the Modes of the septenary series. 


~The translation of the Greek Modes into Colour is a fascinating 
occupation, but it is attended with curious difficulties and has 


| taken much time and thought. We present this material fully 
‘realising that as explained later, it is inaccurate, and more as a hint 


as to procedure than as a final or fixed pronouncement. The 


series here given will, HONEVES be found of practical use in our 


present conditions. 
To use these modes all that is required is the slotted disc 
prepared for the Major Tonality of the Diatonic Scale (Fig. 2) 


~~ which gives an approximate analogy, whether pedantically accurate 


orno. We have already explained why these modes are individu- 
ally different and have shown their characteristics. The series 


_ is noted with emphasis-by Professor Jeans in the first edition of his 


“Science and Music’’ where he stresses the fact that the original 
scales were altered in their adaptation to Ecclesiastical demands 
during the Middle Ages, and these should be avoided. He says of 
_the originals : 

“When Pythagoras pea nee ried the musical scales (of Sappho) 
in mathematical terms, he did not encounter (the complica- 
tion of the actual pitch) at all, because he did not think of his 
series of notes as forming a closed circle. He assigned to his 
C exactly one and a half times the frequency of F, to his G 
exactly one and a half times the frequency of Cand soon.... 
The scale was perfect and complete—so far as it went. In 
addition to the concord of the octave, it contained no fewer 
than four 5ths and five 4ths, a greater wealth of concords than 
can be attained from any other selection of eight notes.”’ 

The author gives the following vibrational differences in the 
semi-tone of sound and these could be paralleled in those of 
Colour, for the standard frequencies are chosen from amongst 


considerable variations as the central approximation :— 
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Pythagorean hemitone 1.0535 
Half the Pythagorean Wholetone 1.0606 
Modern E.T. semitone 1.0595 


The differences are minute. 

The series followed as it were the white notes of the piano— 
- keyboard as successive terminals, the black notes were not used at all. 
They are legitimately used now perhaps, in transposition. ; 

Now these modes, if taken as they stand for Colour are 
visually lacking in the distinctive character which is so apparent 
in Sound. This, as explained above, is due to the fact that we do 
not detect the characteristics of the musical tones such as C and G, 
whilst every one appreciates the difference between Red and Blue. 
Some way must therefore be found to obviate the difficulty found 
m the mere repetition of the same seven notes round a circular 
disc, or even by using paler hues in higher octaves, both of which 
give monotonous results and avoid the variety of “black notes.”’ 

To-day musicians, ignoring the matter of black notes, fre- 
quently start all the modes from C, transposing them. This is 
an empirical possibility for them but is just as monotonous in 
colour. Another method is to start each mode successively on 
the next semi-tone above (or below) which gives adequate variety 
but is only another method of transposition and ultimates logically _ 
In our own proposal. Actually each student will find the method 
best suited to his own view and which he feels gives the particular 
individuality he associates with the mode. The result is more 
important than the means. 

The points to bear in mind are these. The transposition of 
the modes not retaining the Greek restriction to the seven white 
notes), does give a considerable variety, but either the Greeks 
must have used the “black”? notes, or we do not understand what 
they meant by transposition, for these necessarily occur. Also 
if they used these extra notes there is no possible reason for our 
avoiding them at all in order to maintain the Greek character, as 
they must have been conscious of them. 

One method is as follows (apart from using merely the 
analagous colours to the modes as they stand). 

Place the Major slotted dise with the Tonic on C 2, which 
gives the Lydian Mode: 2, 4=6=7=—9=11=1. Now it is~ 
obvious that the same succession will transpire wherever this slot 
is placed, i.e. if the Tonic is placed on D, the series will give the 
Lydian Mode on D. Now if we keep the Tonic on C. 2, it is clear 
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that, reading the disc from D. 4, we are reading the Phrygian Mode, 
and so on. The disc should be marked with Roman numerals, so 
that D will be Two and the Phrygian Mode can be ascertained as 
_ starting from any hue by placing the Two slot over it and reading 
clockwise. The same applies to each slot and Mode. 

In this way a great variety of colour-scales and therefore 
schemes, can easily be surveyed. In the case of those hues not 
embraced in the Greek modal scheme, they should be read as we 
indicated above, as follows : 

3 Vermilion as from 2. 

5 Hermeon as from 4. : 

8 Vestalis as from 9. e 
10 Marenal as from 1. 
12 Ultima as from 1. 

This is not an arbitrary ruling, but inevitable in its order, 
The actual hues of each mode resulting from this arrangement are 
here given, in the correct order. Some of these modes use the 
identical hues but never in the same order, so that if, for instance, 
the Key hue is given prominence, no exact resemblance would in 
any case occur. It should be stressed that these hues should not be 
indiscriminately mixed, or all character will depart. The right 
use of mixtures is given later on. 


Mode note and Hues numbered 
number T= Terminal M=Mese 
Ak M at 
B One feenapetne deta Gees AO al hoe 
C Two Dee BOL ALi ney Owe we es. (2) 
(Ce Three De a nt Oat A Oe ety YO (2) 
_D Four Bice ged sO ey es eS) 
D’ Five Dee Oo NO se LO ee ht ae 5) 
K Six OR oa a ey She pe de SG) 
F Seven foe heelys Bot eae Gel C7) 
G Eight Ge FLOe eb amen te Osa. SB) 
G Nine 5 oe Ea bee | oa ser Ait a Op te age Nee) 
A Ten LO la ele eee ans Os: Se CEO) 
A Eleven dilira e ba tence eA ie, Oona 2 Oa Te) 
B Twelve Wa pee) ne Oy Or ea 2 tO (L2) 


Notre.—The Greeks sdnsidersd the middle note of the Mode (the 
Mese) as the ‘“‘Tonic.”’ The reader will notice that the series 
is not complete in that there is no Mese note on 12. This may 
be obviated by reading number 7 on the 6, but in that case 
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(tantamount to considering F as E sharp) we do not get the © 
complementation which is the unique characteristic of this 
mode. The 12 used is of course in the subsidiary modes when 
extended transposition is employed. : 
The question of the important Mese note in the Greek 

method is treated on page 50. , 


Fig. 3. 
PENTATONIC GRADES. 


| This word is used simply to avoid confusion with the septenary 
Modes. : 
A reference to the Scalar Sephira will show that the twelve 


hues now combine as follows to produce the seven colours of the 
next basis ; upon which the Five exercise their choice, in producing 


the Pentatonic grades. (Note 2, E.C.). \- 
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"Notice that the Leaders, Green and Yellow, do not at present 
rodeice, but each pair, Major and Minor, resolve into a unity, 
~ thus giving what are usually thought of as the basic seven colours, 
which are however not primary in any scientific sense. 

If we now apply the Pentagonal idea to this series of seven 
Colours, we obtain a sequence of five-fold or Pentatonic modes 


- in every way analagous to the preceding and in logical relation 


to them. For this a Seven-fold base is required with Colours in 


place of Hues, and differently slotted disc to define them. The 


| Green and Yellow persisting as Colours ; this being the reason for 


retaining their usual names whereas all the others are changed. 
“It is of course possible also to use them on the restricted 


~ Greek series. 


There is little to be said in regard to these scales except that 


they will be found of the greatest use when chords are not needed, 
that is for simple designs of all kinds that are not at all complicated 


by pictorial requirements. Such works as those for advertising 


textile design and most applied crafts would be best designed in 


- these series. 


Z Makaris, 1 and 
~ Ultima, 12 


-combine to form PURPLE 


‘Vi 2 and 
Crimson 2 an -combine to form RED 


Vermilion 3 ae 
-Aureal, 4 and ) combine to form ORANGE 
Hermeon, 5 : 
Yellow, 6 Remains YELLOW 
Green, 7 Remains GREEN 


-Vestalis, 8 and 


- Amethet, 11 ~ 


Cyanet, 9 


Marenal, 10 and 


| combine to form BLUE 
| combine to form VIOLET 


The five-note scales, such as are familiar in music through 
their use by the Bagpipe and in Folk-song and Dance, are also 


noted for a certain stimulating simplicity which is fully paralleled 


in colour, where these virtues are especially to be cultivated. 


_ The slotted disc may have to be made twice over, for the Pentatonic 


grades can be arranged either on the seven-colour basis or on the 


_ twelve-hue basis, according to the suitabilities of the case. If 


colours are used they are best kept more or less pure, whereas the 
hues offer the added variety of greys. 
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TRIADIC SCALES. 

The triad is practically a chord extended for use as a succession 
instead of all the notes being seen together ; but as in the graphic . 
crafts everything must be seen together, the distinction here carries 
little weight. At the same time it is useful to think of these Three- 
fold scales as basic material for simple designs. ; 

The three-slotted disc is applied to either of the three series, 
for, as indicated in the Scalar Sephira, the heptatonic Colours now 
combine once more into a Pentagonal sequence ; thus :— 


Purple Remains PURPLE 
Violet and Blue combine to form BLUVE 
Green Remains GREEN 
Yellow Remains YELLOW 


Orange and Red combine toform ORED za 

As the factors become less the possibilities increase as regards 
varied utilisation, in that, as we say, the Threefold scales can be 
made on the Pentatonic, Heptatonic or Duodecuple basis, but 
different discs must be used to fit these. 

It is almost useless merely reading about this ; practical use 
must be made of the information and all these possibilities explored 
in actual examples for really valuable results. : 


THREE-TERM SCALES OR CHORDS. | 

The Fifth. J.V. mode. f 

Professor Jeans gives a rectified version of the duodecupal 
spiral succession for use as a scale, in which each tone has a fifth 
on either side. This three-note scale, which may also be used as a 
chordal series, is extremely useful in colour, for the three hues 
concerned make (with the secondaries obtained by mixing the 
central factor with each of the others), a basic material quite 
sufficient for many designs, especially as varied degrees of notan 
(light-dark) are used. 

In the circular version of the spiral original, any three con- 
secutive factors thus constitute a scale, with the central term as 
tonic. Starting with C 2 at ne North of a compass, the order is as 
. follows :— 


C2 Bl B flat 12 
G9 | G flat 8 F7. 

D4. C sharp 3 

All A flat 10 


E6 D sharp 5 
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Thus the triads are indicated by FCG:AEB, etc. C and E 
tonic in this case : and CF CG or EA EB the related secondaries in 
either case. - 

The activity of 5 in all such constructions should be noted. The 
Greek Modes descended from Key to Key in this numeration, for 
instance. The number is specially important in all syntax: 
another instance is the fact that all highly evolved shape such as 
that of the human and advanced animal forms is constructed on 
the Root Five proportion. | 


THE THREE RAYS. 


The combination of the five aspects of colour into the final 
Three ends this Scalar series, for these three cannot be called a 
scale in any real sense. It is here that the unique Yellow and 
Green finally coalesce and become the Luminous Ray. The 
Purple element absorbs the Blue, becoming the Actinic Ray and 
the Ored, to become the Thermal Ray. Actually it once more 
divides its hues for this final act, but this would be confusing in 
the diagram. 

It will no doubt be realised that the Three Rays are in fact | 
three sections of the continous band of hues called the Spectrum, 
caused by their overlapping as they approach the centre. Inside 
the final triangle of the diagram, we should correctly place the 
invisible “‘Infra Red” and “Ultra Violet” rays, which are no longer 


Colour as we know it. It is from this invisibility that Colour 
emerges, as it were from the blackness of potentiality (not void), at 


its most intense ; that is, as the fiery Makaris and on the other side 
as the equally deep but frigid Ultima, the burning of cold. These 
first and last hues can easily be detected in a good Rainbow (on 


either extremity), as a deep and flaming intensity of colour one can | 


scarcely see clearly for their very depth of hue against the dark 
cloud behind. No doubt something analagous occurs beyond the 
visibility of Light, as has indeed been surmised, for we cannot con- 
ceive of any condition that is not ternary. The Lumimous Ray 
equally contains an invisible factor. 

It must be emphasised that although in our pigment the 
reverse seems to hold, it is still true that these three final differen- 
tiations are the most luminous and pure of all, for they contain, as 
is evident, all the twelve hues between them at their most pure. 
Even theoretically however, their function is not to give the effect 
of intense colour, but of harmonised variety in light. By far the 


ie C 
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larger Soar of colours in nature approximate tot one or other of 
these Rays as mixed in paint, so that in their frequent further — 


combination they are even more distantly removed from purity. 
If this were not so our degenerate eyes (or unevolved as the case 
may be) would become very soon tired of looking at natural objects. 


3 
ay ees 


Flowers, birds and jewels of pure hue are the minute spots in a — 


universe of, sometimes exquisite, grays, and correspondingly 


attract us. 


‘We, will now consider each of the Three Ras in detail ve 
- in one sense they may be used as a scale and much may be gained — 


from. their study as regards the meaning of colour. 


THE ACTINIC RAY. 


The Actinic Ray is the complex of that part of the Spectrum Se. 


extending from the Ultima hue to the termination of Vestalis. 
The physical effect on the eye is refreshing, forceful and in some 
cases, calming, in spite of its terrific force. These vibrations are 
Electric, Short and cold. 

Their effect on plant life is greatly to stimulate growth, but 


this applies chiefly to certain blue aspects and not to all the Ray | 


equally. They are supposed to be the nearest vibrations to those 
of Chemical activity : hence the name, Actinic. | 


THE THERMAL RAY. 


The Thermal Ray extends similarly on the opposite side of the — 


range from the end of Makaris to that of Hermeon. 
| Thermal Rays are Magnetic and comfortable (e.g. the glow of 
a red fire as opposed to that of a neon tube). Whereas the Actinic 
Ray photographs white : the Thermal Ray photographs black. 

Thermal vibrations are Long, Warm and Magnetic: the word 
being used in its psychological sense of attractive as opposed to 
impulsive. The Thermal Ray must therefore be said (against 
precedent) to symbolise the feminine aspect in comparison with the 
masculine Actinic. This is not a question of strength, etc., for 
the power of attraction is as great as that of impulsion: it is the 
inevitable analogy. 

These vibrations have, curiously, a physically exciting and 
irritating effect, tirmg the nerves of the eye sooner than any 
others. This is in direct contradiction to the prevailing belief 


based on the supposition that because nature uses Green with a 


lavish hand, it must therefore be ‘restful’. As a matter of 
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_ observation however the prevalent greens of nature are more 
. _ grey, blue or dull yellow than is the spectrum Green, which is, 
at its intensest, much the colour of a lettuce leaf with the sun 
g shining through it; Chlorophyll in fact. This would be a trying 

colour for the walls of a living room : as also would be the pure 

Yellow of the spectrum. 

In every sense other than this, the Luminous Ray is mediating. 
Its pallor is deceptive, for the Luminous character is of immense 
power, too. Painters avoid Yellow in a picture, as it is so ob- 
streperous and difficult to manage. At the same time when used 
- with intelligence it can bring the sun into a room as no other hue 
can. The secret is, partly, to use much white near it and rarely 
to use it at its intensest. 

~The Luminous Ray is essentially different from the others, for 
in addition to its office as the bearer of Yellow-Green colour, it 
continues the line of Light itself : so that itis dual in nature. The 
word means “‘light-bearing” and it holds the balance between the — 

warm and the cold, or magnetic-electric hues. 

A practical example of its use in this particular is seen in 
that last refuge of the incompetent colourist .... the putting of 
a yellow “wash” over his picture. It is the fool-proof way of 
bringing conflicting elements into some sort of harmony, and whilst 

_ the procedure cannot be recommended, it does show the instinctive 
rightness of some of the traditional rule of thumb methods. 


OTHER SCALES. 


/ It is not intended that students of colour should limit them- 
selves to these musical analogies. They are merely given as 
indicating the possibilities upon which every one may experiment. 
The possible varieties are endless and much more easily discovered 
than made use of. 

Neither the Indian, Arabic nor more Oriental scales, all of 
which influenced the Western mind (for all art as all wisdom came 
from the East), are to-day part of our musical consciousness but 
their methods are still our potential instructors. 

The AMERIND modes seem to indicate a retrogressive culture 
from a remote period. Frequently pentatonic, they have been 
adapted to the Flute, the only melodic instrument the American 
aborigines now use apart from the human voice; and this has 
doubtless influenced the sequences they use. 
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The (to us) almost miraculous rhythmic sublety displayed 
by these delightful people in their use of a myriad rattles and 
drums, contrasts strikingly with the paucity of melodic, and the 
absence of harmonic, sensibility. Their melodies though often 
charming and very pathetic, are always short and usually trail 
off in weak descending sequences. So that their scales will 
probably contribute little in comparison with their rhythmic 
patterns which, whether in sound or colour, are probably the most 
vital and varied anywhere known. It is interesting, in view of the 
fact that music develops from the basic rhythm through melody 
to harmony, that these people, as the Chinese, are not of our 
Fifth race, and their rhythmic subtlety was no doubt the particular 
quality developed by that to which both belong. 


THE VISUAL SERIES. 


This series is a direct one and independent of musical analogy. 
Its genesis is from the Dodecahedron, the “‘last’”’ solid of the Greek | 
Philosophers in which the universe was said to be implicit. It is | 
a fascinating shape and consists of twleve faces each of which is a 
pentagon. The solid has two “poles” or faces opposite to one 
another at either side or at top and bottom of the figure. From 
these, the rest of the faces arrange themselves, side to side. The 
result is at the “equator” the formation of a zig-zag line extending 
entirely round the whole. If the twelve hues be arranged in a 
logical order on this shape, a series of scales is clearly indicated. 
Two such series are here given. One of them is remarkable in the 
_ fact that in every case of the twelve, the terminal and “‘mese” on 
the Greek lines, are complementary hues. This only occurs once, 
as the reader may recall, in the falsified Greek series on the dia- 
tonic foundation. The inference is that such a series as we have 
discovered is more in line with the probabilities of natural intention 
than is a series only one of whose terms is, so to say, accurate. 
In any case they are given for what they may be worth and have 
proved interesting in experiment. 


VISUAL SERIES. 


A purely visual series of Modes is here outlined which are not 
based on any musical analogy. It is only by reference to the 
position of the hues on the Dodecahedron that the genesis is 
to be understood, but an empirical use of them can be had without 
such understanding. 
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Dividing the twelve hues into four on a certain basis, we have 
the following Triads. (The numbers referring of course to those 
_of the hues in the Key terms). 

Paco G1 
B. 5:9:12 _ |in each case the central number is 
ata. 2:2 10 the Eonic. 7 


We 8 2 4: 1 

In Volume Two it was said in regard to the Three Rays, that 
the Triad could scarcely be called a scale, being really a chord. 
But these musical terms do not always apply completely and it is 
very difficult in colour to say where a scale leaves off and a chord 
begins. A chord in music is the sounding of several notes together 
instead of in succession ; in colour this means that they are mixed 
rather than placed side by side; but the analogy is not perfect. 
A series of hues is capable of being mixed all together but it is 
_also potentially a quarry from which several differently shaped 
“stones” can be cut. That is, there are several ways in which four 
hues can be combined. The threes given above are capable of 
giving six terms each; ample material for many designs. In this 
case they can be used as scales or modes, and are actually very 
varied. 

FOURFOLD MODES. 

These are formed from complementary hues in each case : that 
is each is formed of two complementary pairs, each term of which is 
_ alsocomplementary. Consequently we have in them the statement 
of the twelve hues in the most varied possible guise. This basis 
being actually the cross on the circular disc we have called them — 
the Grand Cross, the Royal Cross and the Transitional Cross. 
The hue numbers are as follows :— 


3 6 5 
% +; 1 8 +. 2 4 i: 10 
9 
Grand Cross. Royal Cross. Transitional Cross. 


These modes give a very satisfactory series of colours for a 
certain type of work as within their small compass they include 
the most possible variation and are consequently distinctive. 
Like all series they are most effective when seen in series ....in a 
large mural decoration for instance, divided into individual 
sections, or a set of illustrations to a book, ete. 
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PENTATONIC MODES. | 
The visual pentatonic modes are quite different from those 
based on musical analogy. 


Taking any hue-sign on the Dodecahedron we find that it 
is a natural pole or centre with five others adjacent. If we move _ 
in order to each of these adjacent hues in the same direction always, — 
a series is produced which returns to its starting point within five 


terms: thus forming a natural scale. To make the procedure 
clear, it will be remembered that in this figure each face or side 
is a pentagon, so that theoretically one might (and can) move in 
five directions. However on experimentation it is found that 
several of these are repetitions, and that only three variations 
are obtained from each. These again are duplicated as regard the 


terms, in other cases, so that from what might seem to be an im- — 
mense potential number of modes, only twelve practicable ones 


are in fact produced. 

Each pentagon is arranged about te Pole in an order given 
by its natural spiral direction, and this order if maintained in 
finding the scales implies that if, say, one begins by leaving 
_ the central face at the right hand top corner, each succeeding face 

must also be left at the corresponding point. This returns the 
scale to the tonic within five notes. 

Taking the central or initial hue as Tonic in this case, the 
twelve modes are here given. 

This arrangement is produced by the order as indicated when 
the “Grand Polarity’ (Scarlet-Cyanet) is in operation. The writer 


Lf 


has not experimented with other polarities, which might give — 


further variations.* It would seem however that there is already a 
plethora of possibilities before the artist, and as the labour of re- 
adjusting the faces so many times is considerable, the reader is 
left to follow this up for himself should he feel cramped by the 
limitations of mode so far envisaged ! When one thinks of the vast 
differences produced within the ONE or at most TWO Diatonic 
scales, generally used in Music—their variety being merely one of 
transposition, we realise how enormously more rich we are in this 
* It is understood that in the case of the modes on 3 and 7 which 
are here taken as the Poles ; the minor polarity—1-7 is taken to 
read these from. As they give satisfactory and varied results, 
_it is to be surmised as indicated, that a number of modes would 
result from a change of polarity, indefinitely. 


A 


{ 
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- discovery No doubt an equally fertile crop might be Rendiawed 
for the Musician should he care to experiment. 

As artists gradually gain control of their tools the tendency 
will necessarily be to demand and use finer and finer adjustments, 
but this is not at present called for and it will be easy to produce 
when required. | 


7 PENTATONIC VISUAL MODES ON THE TWELVE 


SEMI-HUES 
Range. (Each mode circulates about the Complementary 
of the Tonic). 

Bat * >: 9e.3 

2 ) 10 
aera hike 

A 8 (these are the polarities of the range, and read 

10 , 2 as indicated in the footnote). 


The Complementary central hue (not in the scale) is indicated 
after the initial terminal of the Mode :—thus, 1—7. 


eee =8)3—9 410 5-11 612 71 8—2/ 9=—3; 10=4 11—5,1256 
6 5 8 7 + 6 10 8 7 it 
3 3 2 1 10 12 9 3 3 7 
5 4 9 9 9 9 11 12 8 3 
11 10 12 2 1 1 5 6 2 A 


These‘modes may be indicated on a disc, like those of the other 


scales but as each is framed on an entirely different plan, more 


so even than the (modernised) Greek Modes (which use a consistent 
basic sequence of tone and semi-tone as these do not)—the dise 
gives only the transposition of the sequence on other hues. Thus, 
taking the range on No. 1 Makaris, and reading it from No. 5, one 
has the aspect of No. 5 (Hermeon) in the range of Makaris. Such 
subtlety is scarcely necessary to the ordinary painter but it is of 
very great importance in astrological transmutations. (See E.C. 
Pentatonic Modes.) : 


HEXATONIC MODES. 


The visual Hexatonic modes to be as varied as possible are 
fromed on a different plan again from the Pentatonic, though 
of course a hexatonic group could be arrived at by simply adding 
the central term about which the five circulate. This would not 
however give much variety and the present suggestion is made as 
preferable. 
Taking each hue, face or sign again as central in turn, in fie 
order arranged on the Dodecahedron, but making the central hue 
also the terminal, it is found in this case to be the mese (of the 
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Greek mode) as well. This is what the Syntolydian Greek mode 
alone represents in that series. Here it occurs in every case without | 
exception, when we adjust the Polar hues as indicated above. 
Not only this, each mode here contains two complementary pairs. 

As in the preceding series each of these modes is different 
and each is, further designed on a different sequence. In some 
cases the design is extremely curious, but the results certainly 
give a much more distinctive result than do any other series. 

It is quite possible that this particular solution of the use 
of the Dodecahedron may not prove to be the best; it is at any 
rate the first to disclose itself. The possibilities appear to be 
infinite, as they no doubt are, as this figure has that implication, 
so far as anything manifested can be infinite. | 

The list of hues as numbers is now given. It is understood 
that the diagram gives a more correct view of the matter, as there 
can be no central number in six terms, unless arranged as in the 
diagram. 


HEXATONIC MODES: Actual List. 


Range on;, li: Makaris:: 17 6.2.7.1: Oe 
9. Crimsone:72 % 57781229 eee 
(Polar) 3.2) Vermilion ‘<7 3,2-8 $4972710, ae 
(rectified) 
4,°:“Aureal > 406-5 8°" 10 cto eae 
5.3 Hermeon. 2:3. 7 2 S27 tee 
6 < Yellow 2.6)en7 oo hoes eee 
* 5 Greents 7s 1s tal 27 3ee oe ee 
8.2 Vestahs +8. 710%: Sites ee 
(Polar) 9°) Cyanbts 299 oo 10 es52 ss 
10° z>Marenal:"10.: 12:9 '2 4.4703) See 
“dd? Amethet D1 ess 227 5 ae 
12? UU ltimas29 12.21 de Saas ee 


HEXATONIC N9I 


No: 
GAMU 


i. WISUAL MODE 
16-79-1002 | 


THE TRUE MODAL TECHNIC 


Having now cleared the ground by giving the nearest approach — 
to a practical method applied ‘on the incorrect tempered musical 
scale and its analogy in colour, we shall now proceed to give 
a suggested analogy in colour to the Oriental modal technic. 
This was applied where it could be, in any direction and to any 
activity. Being based on a truly scientific formula of the utmost 
simplicity this triadic noumenon could be followed in objectifica- 
tion towards any desired phenomenon : of sound, colour or spatial 
measurement. The frontispiece gives one aspect of such emanation 
the terms of which are chosen for application to the current ability 
and not from an absolutely correct poimt of view necessarily. 
It may help the occidental student to think of the central triad 
as indicating the general qualities of Force, Substance and Image 
or result, theologically indicated in its best western form as Father- 
Mother : Son : and Spirit. Most students however will 
fail to see how such a reference can have the slightest practical | 
bearing on his work in colour, but this is because he has been 
trained to negate every element that is not a material or physical 
one. The fact is here pointed out merely as a fact germane to the 
process and not because many readers will be able to make any 
use of it at first. 

_ The closest contact in the West (during the last age) with | 
factual knowledge in this domain was through the Greek Modes of 
music. These however, having been lost or mutilated by the 
Church in the course of centuries, are now merely confusing ; the 
secret of their use being quite lost until the last few years as was 
that of their proportional basic procedure in design. Both these 
and the ancient hieratic method in colour have now been re- 
discovered, so that the triadic technical method is potentially 
complete, having been provided at the same period as the ideal 
basic idea without which it would not only be useless but very 
malevolent. 

In the foregoing pages the falsified Greek Modes have been 
taken at their face value because they still do indicate the fact 
of their superiority in most directions to the tempered scale 
(which was quite well known In ancient times and discarded be- 
cause of its imperfections). / 
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In regard to the Greek Modes, there has been untold confusion 


‘inmodern times. Having read many authorities on the subject... 


no two of which agree very far... .all one can do is to accept the 
solution which seems most authentic and best to fit the case. What 
is best musically is not necessarily so when translated into hue. 
The whole subject perfectly recalls the attempt to find one’s way 
out of a morass on to solid ground. Those who live beside it may 


be able to cross safely and with ease through acquired or traditional 


knowledge but the neophyte must pick his way with alert attention 
and can only hope to reach safety by the exercise at once of much | 
empirical recollection concerning water, plant-growth, peat and so 
forth (which few would in any case possess), as well as the usual 
faculties. If more or less firm ground has been gained, in itself a 
cause for wonder and gratitude, it is still doubtful whether it be 
in fact the mainland or merely a large island. It has at least been 
made clear in regard to modal technic that a mainland exists and 
that its character is of a certain kind. 

It would be useless as well as tiresome to re-tread the intricate 
ways explored in this escapade. Perhaps the most significant 
chain of hummocks, temporarily saving one’s life, were provided by 
Sir J. Jeans ; Morris’s ‘““Contrapuntal Technique” and L. Bourgault 
Ducoudray reputed to be a Belgian musician of the nineteenth 


_century.* Clement’s writings corroborated the existence of the 


final space of solidity thus far reached, namely the exhaustive 
work “An Introduction to the study of Scales,”’ by A. Danielou. 
Anything of value to be found in other works would appear to 
be already provided in the last named book, so it may very well be 
taken as the one necessary reference on the subject. It is pub- 
lished by the India Society, Victoria St. This book has the added 
value of intelligently relating, not only the Chinese, Indian and 


_ Greek systems of Modal procedure, but the astrological basis of all 


of them (already surmised and affirmed in the first two volumes in 
this series), thus corroborating much of what has been stated in 
one or other of these books, which were of course published before 
our acquaintance with the work under comment. 

_ My own attempt is merely to translate and put into practical 
shape for colour analogy the varied material gathered. That this 
is, in present conditions, a work of doubtful value I am very well 


* “La Modalite dans la musique Grecque,” Impremerie Nat. 
_ Paris, 1879. 
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aware. The only fundamental useful discovery would be the 
simple common basis upon which all crafts rest... . as islands in a 
bog... . and the ability to connect them all without drowning in 
the process. No doubt such a recapture will be made in due time. 
Until it is, we have enough firm ground beneath our feet for prac- 
tical purposes. 

x * x x * 

The usual explanation of the Greek Modes is given in the 
practical instruction to proceed from C up the musical scale of the 
piano keyboard taking each white note only as tonic, in turn, to the 
octave. You tbus obtain seven different modes (two of which are 
useless) but no two identical, and none suitable for harmonic 
treatment. Apart from the penultimate remark all this is m- 
accurate and most of it untrue. 

It is first of all impossible to indicate modal scales on a piano 
tuned to equal temperament because their intervals are essentially 
unequal. The correct intonation however, by a voice or stringed 
instrument which can be correctly tuned, implies an individual 
scheme in each case, which, although restricted as all artistic 
syntax must be, within rather severe limits, is adequate for its 
purpose. To those modally conscious these harmonies however, 
are obvious and are not usually expressed objectively, remaining 
latent in the melody. 

It is true that the modal system is essentially a melodic and 
contrapuntal one and therefore useless to the average HKuropean 
composer of this age, who is busily engaged in the laborious 
attempt to obtain modal effects by pushing diatonic harmony be- 
yond its natural boundaries. 

The same mistake cannot very well be made in colour, wherein 
one reverts much more quickly to the beginning again, or com- 
pletes the circle, in this roundabout method. To the present 
writer, who happens to prefer the pendular movement of the 
swing, another approach is preferable, which at least crosses the 
centre periodically instead of forever circumventing it. 


THE DORIAN MODE (on E). » 


The Dorian Mode, associated with the Solar energy in our 
System, is the empirical basis of the most part of the Greek pro- 
cedure. This has already been noted in regard to our British Folk- 
songs by Sir Walford Davies, in his ‘‘Harmonic Highway” dia- 
grams I believe. | 
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The musician who interests himself in experiments in this 
field will no doubt corrobate this tendency, in his own experience, 
to revert to the Dorian sequence. This with the Phrygian and 
one or two others seems richer in. its potentiality and is more 
distinctively individual than most of the other ten or so 
possibilities. 

Tn any case it can conveniently be used as the norm, and the 
others grouped round it or be shown to emanate from it. Thus 
the examples given by Danielou of the principal Modes show the 
inter-relation by the movement of the Modal Fifth with its variable 
Tonic and fixed Mesa. This last is an important feature of ancient 
scales and was their real Tonic. It is held to be-all pervading ; 
that is, it is always heard, continuously, and all intervals therefore 
are heard as related to it, rather than to each other. The relics of 
this ancient practice remain in the drone of the Bagpipe and 
French Vielle as well as in the more obvious Oriental practices. 
This drone is not an ignorant or obtuse attempt to produce har- 
mony by a people too elementary to achieve it, but it is used to 
prevent that modulation which, in their musical activity, corres- 
ponded amongst early peoples to promiscuous adultery in sexual 
relations. 

The continual wandering from scale to scale by the same theme, 
in the attempt to obtain an interesting variety is found entirely, 
unnecessary in a pattern where every sort of variety is continuously 
clamouring for recognition within the prescribed area. 

C. V. Stanford in “Musical Composition”? writes :— 

The musician whose instrument is the pianoforte or organ 

starts with the great drawback that his ear is accustomed to 

hear every note in the scale except the octave slightly out of 
pune. i. 3. For him Palestrina and all the early masters of 
unaccompanied vocal music are a sealed book. He may like 
the sounds they produce, but he does not know why..... 

For the composer, therefore, it is an absolute necessity that 

he should study the pure scale and write wn tt. 

His subsequent explanation as to what the pure scale is, may 
approximate to the Oriental and original ideas, but their different 
division of the octave, and explanations, are more in line with 
fundamental unitive technic and seem best to use in our present 
study at least. Stanford but corroborates Clements and Danielou, 
who make it quite clear that the universal tempered scale such 
as is in use on the piano and which has gradually evolved from a 
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perversion of the Greek system, cannot give more than a dangerous 


approximation to the pure sequence. | The general idea of modal _ 


technique in the pure scale must be understood before any colour 
analogy is of much value. Where the minute variations of sound 


can only be consciously detected by few ; those of colour are much © 
more generally appreciable ; it is therefore ever more imports to 


base our colour correctly than our sound. 

It is true than in the present chaos almost any sort of order 
is better than none, but few real artists will be satisfied until 
their modus bears some relation to the natural facts. 


It is unnecessary to go into musical terminology at any length 
here. It would merely be confusing to most readers and any one 
interested can find the complete exposition in the works of Clements 
and Danielou, for instance. 


It is however necessary to say a few wands of warning on 


the general question of art, because the modern mind is apt to 

reject out of hand, the essential factor in the success of all scientific 

(hieratic) syntax. This factor being the homogeneity of the 
Whole and its supremacy in every case. 


Thus, supposing one could acquire the facts of colour— 
harmony and its syntax in vacuo as it were, divorced from any 
intelligent idea and from intelligent proportional design, the 
‘result would be little more satisfying than the ordinary pictures 
now painted on an instinctive basis. The secrecy observed in 


the hieratic schools in regard to empirical syntax of all kinds, was — 


imposed in part to prevent this waste of energy. Practical 


methods, at first by rule of thumb, were divulged in proportion — 


to the esoteric understanding of the craftsman, and this goes a 
long way to explain the perfection within its genre of all early 
craftsmanship, as well as, incidentally, the imperfection of our 
own pagan productions on a so-called “‘libertarian”’ basis. 


The unity of Form and Content we appreciate and vaguely 
known to be essential, was automatic with the properly trained 
craftsman who was unconscious of an effort towards what was 
inherent in his method. } 

This perhaps sufficiently covers the point at the moment, 

It will possibly now be apparent to the consistent reader of 
these textbooks, why it has been decided to include an esoteric 
comment at the close of each volume: the empirical statement 
of itself being somewhat dangerous and actually futile. 
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We shall here devote a paragraph or two for the same reason, 


toa statement as to the original basis of modal technique, as, 
although it may deter the running reader, it will also protect 


ourselves from tripping him up, perhaps. | 

The Indian musician divides the octave into twenty-two 
divisions as against our twelve divisions (indicated as the Twelve 
Primaries in Vol. 2). It is not maintained that there are twenty- 


_two primary hues ; the basis is purely astrological. It is therefore 
the practical one, but does not invalidate a duodecuple arrangement | 


being merely more accurate; just as the twelvefold is more 
accurate that the septenary (in one sense) and the triadic than the 
septenary in another. In the same sense the unit of White Light 
is most accurate of all, for it presents the potentiality of all possible 
hues. 


It must be observed here that the number of hues depends | 


upon the ability to observe them. Undeveloped people, it has 
been found, do not to-day observe the distinctions between more 


_ than three or four hues, and this was truer still at other periods. 


Contrary to our conceited supposition that we are at “the” peak 


of civilisation ; we are actually in many ways extremely limited 


and barbaric, as is evident to any unprejudiced observer, and 


there are several hues indicated in the twenty two Indian divisions 


which even by them are not considered, in music, to be of any 
practicable use. They have, however, sufficient intelligence to 
know that they exist, were they able to hearthem. Thisis merely 
practical comment upon the tact that man still has two more 


senses to develop before his tool-chest is complete. We give in our ~ 


colour diagram the complete gamut because artists are apt to be 


much more developed in certain directions than the rest of their 
company and in any case there seems no reason for suppressing 


_ facts because they are at the moment of little utility. The fact 
that all these hues can be produced at least by the makers of 
_dye-stuffs, proves that they are potentially available, and the 
artists’ colourmen, if allowed to function freely again, will no doubt 


very soon be able to produce them in more or less permanent form. 


We have however indicated the Oriental question-mark with an 


asterisk. 
The divisions of the musical gamut of twenty-two srutis 
or sounds, is not an equal one because of its basis. . No natural 


_ divisions are ‘‘equal’’ any more than any two natural objects or 
men can possibly be “equal.” They are however in a quite 
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closely knit proportional relation, which is much more interesting. 
For the colourist to-day, one may take it that approximately 
the scheme amounts in practice to this :—-The tone or hue that we 
should call the Tonic, which to us at the moment is basically C 
(Crimson) and to the Oriental F (Yellow-Green, the ‘‘Green” of 
our Primaries), never changes and has no sharps nor flats. The same 


is true of the fourth division above it, i.e. F from C and B from F, 


ascending, taking the ‘“‘Greek’’ procedure for the moment and 
ignoring the half-tones.. Readers may remember that this ““F” 
was differentiated in Vol. 2 in a particular way from all other hues, 


it being associated especially with the Earth as a planet. The © 


Oriental musicians call it Kung, which is synonymous is usage 
with our “‘Tonic”’: it is the universal idea of tonic to them, as C 
is to us at the moment. 

Having disposed of these two notes or hues, each of the other 
ten is divided into four approximately equal parts. This of course 
gives the twenty-two divisions. 

The result is different from the Twelve-fold method in some 
ways, but these ways are not of an immediately practical kind to 
most craftsmen and need not unduly perturb them. The chief 
place in which an adjustment has to be made Is is their allocation 
to the planetary scheme for an astrological use, and this however 
important to the maker of horoscopes can not be considered of 
general interest at present. A note will be inserted on the matter 
at the end of the book. 


The list of the Twenty-two hues, indicating the musical — 


terminology in Indian syntax and the Diatonic names. 


5a F natural Yellow-Green 
2° Ri) —(G) Green to 
Bi Ri G flat 
4 Ri] 
5 Ri G natural Blue-neutral 
6: Ga} (A) Red-Blue to 
7 Ga A flat 
8 Ga A natural 
9 Ga | Blue- Violet 
10/0 May —(B) Red-Violet to 
11 Ma \ B flat 
12 Ma | B natural 
13 Maj Red-Purple 


i 
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- 14 Pa  -—(C) natural | Crimson 
B.<15 | —(D) Vermilion to 
Per ha |: D flat * 
17 Dha |! y 
18 Dhaj D natural Aureal 
te Ni) (EK) Orange-Yellow to 
20 Ni E flat 3 ‘ | 
eat, Ni-| EK natural 7 NY 
22 NiJ . Yellow-Yellow-Green 


These should be placed equally round a circular disc to obtain 
scales and chords in practice. It is found helpful to leave a wider 
white space between the seven diatonic series, i.e. between E and 
F, G and G, etc. 

The Indian Ragas or scales are built up on Tetrachords in a 
way similar to the European method. Clements, for instance, — 
gives a series of such four-note phrases and a list of Ragas with the 
numbers corresponding. Whether these would many of them be 
interesting in colour is largely a question of individual preference. , 
We give a variety of eleven tetrachords upon which the Karnatic 
seales are built according to Clements :—(F always terminal). 
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A few Ragas for instance employ these as follows ; the second 
tetrachord superimposed, presumably, on the first : and as from C. 
Pod 2 : D : 

Chakra vagan: 1 : 6 

Natbhairavi: 6 : 6 : (the Dha flattened) — 

Ramapriya: 5 : 6 

In practice it would be necessary to have a disc slotted for 
each tetrachord so that they could be transposed according to the 
tonic desired. All the Indian Ragas appear to be transposable, 
within the narrow limits of the gamut used. 

If the reader bears in mind that the musical idea is equally 
applicable to the corresponding procedure in any other craft, 
some of the particulars of the Ragas may be extremely illuminating 
at least symbolicaly. 

D 
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- One of the most exciting Ragas is the idipalc which is a scale 
having a fiery implication. All the Ragas have certain ideal 


bases with which they are inseparably connected. They may 


for instance, only be used at the time of day to which they refer 
and at the appropriate season of the year. Such definitions 
naturally increase the magical or tantric effect which was their 


aim to produce and which, there is little doubt, they were able — 


actually to produce. Thus the associative response in the mind 
of the hearer was eventually automatic and produced a corres- 
ponding physical reaction and effect. 


The Dipak Raga was given me by an Indian in this form, — 


apparently translated into the diatonic idiom as nearly as possible. 
Cnat. D flat E nat. F. sharp A flat B natural... .. a hexatonic 
scale of apparently wildly improbable intervals. 


On the slotted disc however, the methodical construction is 
very evident, however free and natural the effect may be, and this 
is always the result of a defined method. 


To us the scale appears to be hap-hazard in the extreme 
because we are not used to such intervals. The balance however 
is visibly a perfect alternation about an axis, though the use of 
three semi-hues adjacent gives a very definite preponderance to 
one part of the spectrum and this to the occidental mind, upsets 
the balance. It is evident thatif this mode were transposed, the 
weight of the colour relationships would be entirely different and 
in such a scale, framed to express fire, it would no longer do so, 
but be typical of water or air etc., granting that the hues bear any 
such implication at all. The Indian theory at any rate was based 
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on the astrological aspects, and so one may suppose that. the bs 


correlation of idea with colour was held to be important. 


These Ragas were of course used equally by painters, and one 
frequently sees small pictures entitled by some Raga or Ragina. 
This very romantic Dipak Raga, for instance, played at the hottest 
season, May-June, will serve to indicate the possibilities of such 
correlation when it is remembered that the pictorial commentaries 
on it are made in dusky hues, often very deep and rich, flaming 


reds on a background of dark greens and warm’ browns with © 


flashes of lemon or gold. Thunderstorms are frequent in the sky 


and peacocks scream in the dark trees or wing their heavy way 


_ over the heads of the dancing girls. The similarity to a Gauguin 
tonality is marked. 
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This scale is linked in a definite way with the symbolic origin 
of Music itself in Indian mythology. An Indian writer on music 
4 says :— 
J “A strange bird called .... Dipak Lata (hotfiery wind) ins | 

habited the Caucasus mountains, and its beak had seven apertures, _ 
_ through which he was able to blow a different note (i.e. the seven | 
_ basic sounds) and at different seasons of the year he combined 
a these notes to that hour and season.”’ 


” 


This raises several points. First, the Indian idea of Raga is 

not strictly analagous with our scale, it implies almost a tune in 

that it is given as a “ground base” upon which to improvise. 

_ The reference to the “strange bird’’ reminds one that the Indian 

_ version of the Cycic Phoenix (as the Bennu bird of ancient Egypt) 

_ had a definite connection with sound as the basic aspect of the 

_ divine Word, by which, as with John, the planetary worlds 

were emanated. So that music is said to be from the cyclic 

Phoenix and its works are produced by the varied combinations 

of the sevenfold sounds and colours according to the governing 

idea which correlates them into images. In no ancient period 

was the scale or any other aspect of syntax a mere heterogeneity 

of aimless sequences on a possibly physical basis of convenience. 

The well known story of the Dipak Raga’s temporary obscuration 

serves to round off this short indication of the way a hieratic 
art regarded its material. 


| A great Emperor compelled a famous singer to perform on_ 
this Raga at court on a certain occasion which, one presumes, was 
- nota proper one for the scale. The singer demurred but was over- 
ruled. Ashe sang he became more and more invested however with 
the fiery spirit of the scale. The atmosphere became torrid, 
thunder sounded all round. The Court was first thrilled then 
terrified but no one could think of anything but the wonder of 
the song. Gradually the heat increased and eventually fire 
came from the singer’s mouth and sparks from his fingers. Mount- 
ing in intensity as the terror gained ground in the Court, the entire 
concourse with singer and emperor was consumed and went up in a 
trail of smoke. 


Since that time it,has been forbidden to sing anything in the 

scale of the Raga Dipak : which is, I understand, a fact and still 

_ observed. Itis known, feared and never utilised. It is safe to say 
5° however that it would be harmless in hands, or rather, throats, 
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- ignorant of the significance involved ; or at any rate approximately 
sO. | 

It is an interesting fact that the series of notes in astrological 
correspondence gives two fiery signs, one airy and one earthy : 
no watery, save the mysterious Scorpio, the fire of water, which, 
one presumes, would make no effort to extinguish any such con- 
flagration. 

Danielou says in regard to mode :— 

The relation between the notes which constitute a mode can 

be represented numerically. The melody is thus composed 

of a succession of sounds with a perfectly definite meaning, — 
and therefore, its significance is absolutely clear..... 

Such significance can only be obtained by a consistent relation 
of every note to a defined Tonic and this is the empirical reason. 
for giving the Mesa (middle or fourth tone ascending) the place 
of importance in all melodic scales and sounding it almost con- 
tinuously to prevent modulation. Danielou again says, ne 
Emmanuel :— 

The ‘‘Mesa’’ was, to ancient Greek music, what the pees is to 

modern Byzantine music. For the ancient (Greeks) the A 

(mesa) is a directional string whose permanent use constitutes 

a guiding mark. 

In colour therefore, the Mesa would naturally be the “key” 
note in a colour scheme, the general tonality out of which other 
colours emerged as islands from a sea. This need not, however, 
in colour, be a primary hue but possibly one of the subtler varia- 
tions provided amply in the 22-fold scale. : 

The use made to-day of this ancient material may y ene be 
different from what it originally was. No one knows. In any 
case the defined gamut as given in analogy cannot but be helpful 
to the painter however he chooses to use it. We have given, so far 
as we understand the very complicated Oriental conceptions, the 
facts analogical to the musical terms, and must leave the matter 
there. 

THE MESA. 

The Mesa, which is so important in all Modal music, East or 
West, is said to be the ‘‘fourth’? note. At the same time the 
utmost confusion as to whether the scale is being read ascending 
or descending; renders the mesa itself indeterminate, for if 
ascending (from E) the mesa is B and if descending, C. We are 
also told that the Greeks at any rate only used one terminal, the 
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highest, making further confusion as to whether the lower terminal 
should be counted or not. 

There seems no doubt that the mesa at any rate is obtained 
by counting wp and counting the terminal, so that F would have its 
terminal B, in the septenary mode of course. If one preferred 
to count down, as the Greeks no doubt did, the mesa would be the 

fifth hue counting the terminal... . a more likely number to have 
- appealed to the Greeks, whose theoretical scale was confined to 
the cyclic fifth progressions. 

The reason one can be confidant about this is that amongst 
the very detailed diagrams of every Greek mode, given by Danielou, 
although the scales are represented as descending from the left, 
‘the mesa in each case is the fourth note counting backwards ; 
that is, upwards. 

In a colour-chart and disc the rotation is thought of as clock- 
wise and ascending, so that the mesa should be the fourth division 
of any scale, read from the left terminal-tonic, easily checked on 
Diag. 2b: read from F-Syntolydian four’ divisions forward one 
- comes to B-Mixolydian, the Mesa required. . 


CHORDAL INTEGRATION. 


It would seem that a separate volume on this subject is 
scarcely called for at the present time. The subject is so com- 
pletely uninvestigated and also so individual that a short indication 
of the possible methods of approach 1s all that is required. 

The chord in music, is primarily the sounding together of 
several notes. These remain more or less distinct in the ear and in 
any case do not, as in colour, frequently become a mixture almost 

impossible to analyse. Such an unmixed condition may of course 
appear ir painting when primary hues are laid side by side and 
mixed only in the eye of the beholder, but this is not a usual state 
of things. What occurs in most pictures to-day in using colours 
that approach primacy, is that each chord implies a colour-scheme 
and this is more or less obscured by a series of combinations, or 
- greys, really doing the bulk of the work. What is rarely seen is 
that the chosen chord produces all the subsidiary combinations 
from its own gamut. Unless this is the case any real unity is 
abandoned. ; 
In “Colour Co-erdination,”’ the author suggests that this may 
well be implemented to the extent of using al! the hues of that 
scale in which the chord resides, for the formation of the subsidiary 
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erey. This of course would retain the tonal unity throughout 


and slightly increases the number of usable colours. It must also 


be remembered that “grey” here does not mean completely neutral 


colour as found between black and white, but includes all mixtures | 


of two or more primaries and finds in its range such colours as the 


coppery reds, sage greens and grey blues and violets. 


As is clearly set forth in the book previously mentioned, the 


colour-chords analagous to the diatonic musical combinations are 
quite simple and usable. A suggestion is there put forward with 
reason, that no hues nearer than the fifth division of the dise 
should be used to form greys: otherwise there is little character in 


the results. This means that, from Crimson (2), the nearest mix-— 
‘ture would be Yellow (6), which in practice is natural. These — 
distances vary slightly according to the hue concerned and also — 


to the pigment used. It is interesting also to note that only 
in the middle ranges of the spectrum, about 3—4—5—: 9—10—11 


is it possible to make anything approaching a neutral colour from | 


‘two primaries. This results in some scales, such as the visual 
hexatonic and pentatonic, in producing somewhat monotonous 
ranges that are only useful in a limited way. | 

In connection with the same book is also a valuable indication 


of the disc-method of chordal finding so that we need not further — 


enlarge upon that aspect here. In the visual field the definition 


of chords is similar to that of scales and the one slides into the > 


other. 

The important point for every student to realise and utilise, 
is that it is impossible to make real use of the scientific methods 
of colour until he has acquainted himself with the behaviour of all 
the primary hues and their elementary combinations. 

Beginning such work the student is amazed at the paucity of 
the tools customary to the painter. He is acquainted with a 
minute fragment only of what is possible. This may be due to a 
‘slowly discarded tradition formulated at a time when the range of 
possible pigments was so small that it must have been a simple 
matter to retain in the mind all possible combinations. This no 


longer obtains and it is doubtful if any practising painter is ac- - 


quainted with more than about one per cent of his potential in 
this matter. 

An instance of what this means empirically is the fact that 
it is now considered quite normal for a painter to “‘repeat”’ himself. 
It is even taken almost for granted that painters can be recognised 
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in this way. Such a condition is preposterous and almost in- 
conceivable to the informed artist. Apart from its irksomeness it 
would be extremely difficult for a trained colourist to bring himself 
to repeat a colour-scheme : and unless every part were minutely 
3 documented such a result would be virtually impossible in any 
case. 


It may be safely aid that no two pictures could be any nearer 
likeness than could any two men, if properly produced. 


4 


The essential basis for chordal integration is the mixing of 
each of the twelve primaries with every other. After this is done 
~ and recorded, the student begins to understand what is before him. 
This does not mean merely mixing the (usually) far from primary 
pigments which happen to be included in an. artist’s-colourman’s 
- tin box of paints. It means obtaining the nearest possible to what 
are actually primary hues (obtainable from Messrs. Winsor and 
_ Newton in water colour) and mixing them as far as possible, evenly, 
or, if done with conscious intention, in varying degrees of power. 
A simple way of doing this is to take twelve pieces of stiffish 
_ paper or thin card that will absorb the colour well and keep these 
in a loose-leaf book with other chords and scales etc., for ready 
reference. 
The method is a make the central circle of each diagram one 
__ of the twelve primary hues. The circle is then divided into twelve 
segments and rays drawn outwards in any way that the student 
fancies. In any case twelve spaces must be provided and each 
of these filled with the result of mixing the central space with one 
of the other twelve hues. In this way a complete gamut is made. 
é But as the hues on each side of every other are not of much + 
practical use in mixtures, approximating to other hues, they may 
be evaded if desired, and nine spaces only employed ; making ten — 
with the central one. It is clear that as 1 and 7 are similar to 
7 and 1, each diagram loses half a space in this way: that is, 
the two lose one mixture. This disposes already of three spaces, 
or two anda half in each case. Actually many others overlap, 
and the net result of all this is to produce 54 different mixtures. 
As these are very near in many cases to primary hues, they can 
often be mixed once more and still produce a clean result. ; 
Even with only the dual mixtures the student will very soon 
_ begin to recognise in nature the same colours and will be surprised 
' in any landscape to see how few mixtures are usually present. 
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He will also notice that many of these mixtures approach 
closely to pigments with which he is familiar, not primaries. Such 
colours as Indian Red, Yellow Ochre, Raw Sienna, Terra Verte and 
so forth are obviously made in this way and it is often more con- 
venient to match up these colours and use them in place of the 
mixture they represent. The reason is that an unmixed colour 


usually behaves better than a mixed one, and the quality of the 


material is often better, for the primary pigments are not at all 
what one would choose in some cases, the natural earth colours, 
etc., being much more sympathetic to use. 

It should be noticed that a satisfactory chord usually includes 
at least one factor from each of the Three primary Rays. That is, 
there is one warm hue, one cold and one luminous, at least. These 


may not be evenly balanced, and are usually not, but the tendency ° 


is general. This may also be applied to mixtures and to greys, 


where these are preponderant in any composition. It may safely — 


be said that unless this 1s intentional, a composition in which there 


is a great preponderance or complete lack of either constituent is 


rarely satisfactory. The weakness of some Modes in this regard 
will tend to a preference for others and gradually they will arrange 
themselves in a definite classification and be used, as they were no 
doubt in past ages, for specific purposes. Even the Greek Modes 
were so used in music. 

It may be as well to emphasise here that the most important 
fact to be realised at present by the Western artist is that he 
should, judge technical methods entirely on their results. Tunis 
means that a method once proved valuable is always valuable for 


that purpose, and the question of period does not enter in any way 
into the matter. It makes not the slightest difference whether a — 


scale was invented by Sappho, Pythagoras or Bach. Its effect 
if desired to-day is to be employed by us with precisely the same 
purpose, possibly as animated the original inventor, but it is also 
true that every such inventior grows with the common understand- 


ing, or fluctuates with it, so that the same method may also be used — 


for a quite different purpose. This is a very important point that 
has possibly not hitherto been much noted. 


END OF PART ONE. 


aa hal TWO 


ESOTERIC COMMENTARY 


By JoHN MoxrFrorp 


Translated into empirical terms the keynote of the forth- 
coming era is correlation, or co-operative order (in Aquarius). 

In art this was already stirring in the writings of Ruskin ; 
was further clarified by several investigators such as Denman 
Ross and Hambidge in America, and in recent years became a 
scientific method in the writings of Sir C. J. Holmes and David 
Davidson, in whose monumental work on the Pyramid of Cheops 
it was consciously adopted. These are but a few examples out 
of many. 

None of this however was in a form to be generally upplieaile 


_ to the present demand. All these books dealt with a limited part 


-of what in mainly valuable as a whole. The Key System carries 
the technic forward and presents a body of theoretical and practical 
_knowledge of universal scope. Here applied primarily to the 
demands of Graphic art it is at the same time fully as useful in 
the study of any others and bears very definitely on Music in 
places, as is especially noteworthy in the present volume. | 

In the anterior period it was undoubtedly Music—associated 
quite rightly with Neptune-Pisces—which developed very late 
and rapidly the empirical order necessary to its crowning glory 
or orchestral emotional expression. To the present forthcoming 
era will come from this point of advance that further ability of 
universal integration which will enable “Opera” to be in its divers 
forms a distinctive and practicable art method. 3 

_ The difference of emphasis is primarily that whilst orchestral 

art is essentially of complex human emotion—as in Mozart, 
Beethoven, Brahms, Dvorak, Scriabin, etc.—the peculiar ability 
of dramatic opera will be to cover the whole gamut of life. It is 
truly called “‘opera”’ for it will be rightly termed the great “work.” 
In its unity it includes all the crafts in the Art, correlating these 
various crafts according to the demands of its particular subject. 

This can only come about through an Instrument by which 
every craft can be tuned to the same mode. It was for this reason 
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that only intuitively and to a very limited extent couldsuchaform 
perfect itself in the past. The more complex it became (as in — 
Wagner), the more unsatisfactory, in spite of its many promises. — 
This was mainly because all the crafts utilised were at logger: | 
heads. 

The meaning of this development—final to the extent that it — 
is the end of a cyclic movement—is that, as Architecture provides © 
the basic arena in which the life symbol can be shown; Drama, at 
the other end of the sequence, displays the symbol complete within | 
that arena. This simple fact is the basis of Aquarian Art from its 
sociological or anthroposophic angle. 

It may have been noticed that probably the greatest com- 

poser of all, Bach, was not mentioned above. Also that his music 
becomes every year more popular, difficult as it was supposed to be. 
It would seem that inherently this type of design is one that belongs 
rather to the next age that the last. Much more “absolute,” 
intellectual and emotional, it is almost invariably an example of 
the most exquisitely balanced co-operation ; the various strands 
of which it is composed being unified into the One texture that is 
both warp and woof. No other artist has so clearly foreshadowed 
a technic that is really alien to the Piscean character but finds mn 
Aquarius a harmonious governor. Nothing could well be more 
exemplary of a precise order than the music of Bach, and nothing 
is more unexpected in many cases than the way in which this 
order is defined and through which in some indefinable and lovely 
way the emotional quality (so poignant very often) is itself brought 
forth. If one imagines each facet of this jewel to be a different 
eraft, so, one might think, could they be divinely utilised to is 
the unity of Drama. 

(Bach was born on the cusp of Pisces-Aries). 
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The discovery of the Key System arose from a consistent 
desire for such a basic factor which would be found to permeate and 
therefore to unify all forms of art in their several media. This is 
therefore paramount in every aspect of the system. It is however 
especially in the Scales and Modes that it attains its clearest utility. 
Without a common scale the various crafts must, as we say, remain 
in disunity, or in an accidental accord reached perhaps by the 
highest intuition or by an informed intelligence such as that of 
Gordon Craig. As the importance of Drama increases in the 
popular mind the basis of unity becomes of increasing importance. __ 
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It is primarily in the Harmonie succession that both sound 
and colour find their relation to other aspects. The basis of this, 


~ asof all advanced correlation, is the Logarithmic Spiral proportion, 


also indicated in the Summation Series, (c.f. Hambidge: Jeans : 
Sargant-Florence). As this proportion has also been proved to 
base the symmetrical spirals of natural growth, that is the apparent 
progression of movement in time and space, it clearly links mani- 


-festation with the unmanifest, or at least with that superior ap- 


prehension which is now receiving so much attention from scientific 
investigators such as Ouspensky, Heard and Aldous Huxley. In 


_ this proportion and its complentary Solar system upon which all 


ancient symbology seems to have been posited (see Ralston 
Skinner’s work) we have a threefold instrument each aspect of 
which is similarly based. By this means Matter-Substance and 
Thought-Force in different metods of variation, can be intelligent- 
ly integrated into a unified Jmage or symbolic representation of the 
Subject-Idea. This, in such a condition, applies as much to the 
amalgamation of a dozen different crafts—as in Drama—as it does 
to the factors of a single craft such as Painting. The application 
‘may then be precisely similar. | 

Therefore by reducing the visual scale of Colour to the same 
denomination (by its vibrational frequencies, ete.), as the scale of | 
Sound the two can really be unified if desired at any time, and 


used as a common basis, as in Drama for instance. Experiments 


already made have fully shown the value of this fact, which has 
of course little connection with the unintelligent playing of coloured | 
lights on to a screen to the tune of a Brahms Rhapsody. What 
this real correlation of movement, sound and colour will mean for 
the various forms of Drama alone, indicates an advance which 
will make our present efforts to resemble the babblings of infants 


& compared to adult speech. 


It is however obvious that the mere synchronisation of the 
several factors will produce nothing of more than technical inter- 
est; it is alone the translating of the same Idea into the threefold 
tongue that will be the joy of the Artist as of the Critic-Interpreter. 

Movement, Sound and Colour are the three aspects of Force 
used by the Artist, just as *will, understanding, love, are used by 
the Magus of Mind, being indeed reflected in the lower personal 
mind as the emotional, sensory and active elements at art in its 


* Mrs. Besant’s ‘‘Will; Wisdom, Activity.” 
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practical bearing. Students will at once see the correlation with 
Atma, Buddhi, Manas as with Shiva, Brahma, Vishnu of the 
Indian terminology and Ra, and Shou-Nefut in Egypt. 


The practical application of this instrument to the material 
of the crafts, having been almost entirely lost for thousands of 
years, or at least for a thousand years, will of course mean im- _ 
measurable intelligence, care and work over long spaces of time. 
It is however one thing to undertake this in a vacuum as at present, 
and quite another with a definite key ; fashioned to fit the lock. 


In examining the problem before us it is clear that whilst 
the Piscean character is amorphous and disintegrating in tendency, 
that of the approaching Aquarian dispensation is quite otherwise. 
Its explosive characteristic is but a preliminary clearing of the 
ground for a new building and its character is essentially that of 
Cosmic integration, or re-integration. It has certain analogies with 
the character of Virgo and of Aries as well as the Indian Siva. 


However, we must also realise that because of the fluid nature 
of Pisces its aspect of operative Law must be authoritarian as a 
compensatory, whilst the terrifically authoritarian attitude of 
Ouranos will doubtless be correspondingly manifested through an 
aspect of Law that approximates anarchy. This is not to say that 
it is chaotic or loose. On the contrary it will incline infinitely to 
broaden its bases for the purpose of a more exact definition. The 
alternation with Piscesis precise. Pisces: an authoritarian mani- 
festation of a fluid will and Aquarius, a fluid manifestation of an 
authoritarian will. 

The Piscean organum was of a severely restricted character and — 
it is only as the Aquarian tendencies approach the surface that, in 
art, there has been any great latitude of experiment; so that the 
most elementary diversions have been considered subversive. . 
This will be apparent more and more as we examine traditional 
methods, and is clear in the present book in the limited range of 
scales hitherto used. 

It is interesting to observe that, far from trying to discover 
anew and broader basis (which, for us, does not exist), the Uranian 
tendency already is to review the infinite possibilities latent 
in that already revealed and provided. | 

The forthcoming is essentially a period of Evolution and not 
Involution: of interpretation rather than of revelation: of art 
rather than of science. And science pre-eminently characterised 
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the achievements of the Piscean age, corrobating the above analy- 
sis of the nature of its aspect of Law. 

_ We have therefore the prospect of a long period of “‘quartering 
of the ground”: a vast amount of experimentation, before any 


~ agreed method crystallises ; if it do at all. The present book 


merely hints at certain possible ways in which such experimenta- 
tion can be carried forward on a given basis. Alongside this 
activity it is to be hoped that some artists will make serious use of 
such discoveries so that their value can be assessed in comparison 
with one another. 


Note 1—ALTERNATION. 

The esoteric explanation of Complementation and Alternation 
—in every instance—is that no created aspect can be complete or 
perfect (in the sense of finished or unified). It exists as an equili- 
bration and in a condition of balance between two poles, positive 
and negative, and is never perfectly still between them. So that 
an apparent approach to such a condition, t.e. of perfect harmony, 
as In very pure vibrations of colour and sound, must immediately 
in some way be brought up against the opposite condition, to make 
the fact clear. By this most opposite, or complementary state, 


_we obtain a reminder of the truth and also the nearest approach to 


equilibration consonent with physical conditions. 

Thus the pure hues of coloured light are so ineffable that one 
tends to think of them as actual aspects of perfection. They must 
therefore be associated with other hues to enforce the fact of their 


being only a part of a series the whole of which is necessary to 


image the reality. The whole of these when in combination in 
their purity, do visibly make white light which is even so but a 
reflection or symbolic opposite of the true Light of invisibility. 

_ Hence it is found that the greatest art, that is, the art which 
most clearly reflects the divine, is perpetual in its alternation of 
motifs, parts, shapes, rhythms and colours. By this means it 
stirs the prepared thought to realise something beyond what it sees. 
The effect is one of tremendous force and vitality, whether vigorous 
or persuasive in character. It never lets one alone and unfolds 
forever: creating by movement. 


NotrE 2—SEPTENARY. 
The Septenary is probably the highest aspect of Three. We 
know that Three emanates Five (Secret Doctrine IT 83), and the 
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masculine odd numbers are evidently in sequence and emanate one | 
from the other to give different aspects of the One Fire as the 


even numbers give different aspects of the One Water. 
It is worth noting that one aspect of Twelve is 5 plus 7. 
If the sevenfold scale is the evidence of the septenary order of 


Netzach ; the pentatonic certainty evidences the inspiration — 


of Geburah and the scales follow out this symbolism. The two 
Sephiros are connected across the Tree through Tiphareth, they 
are consequently complementary as we know (Aries-Libra). 
Together they form the Poles of the Makarean Dodecahedron as 
their complementary polarity completes the cross therein. 

Of the Septenary diagram in Dr. Walford Davies’ ‘““Harmonic 
Highway” he interestingly writes : : 


“It is noteworthy that the Dorian scale is the first natural 


scale to arrive..... The Dorian scale seems indeed essentially 

a melodists’ scale... . Cecil Sharp found it popularly preferred 

in our own country, and it has a firm foothold in Wales among 

untutored melodists....” ie 

As scalar formation is the prime office of Netzach on the Tree 
of Life, the remark serves to enforce this allocation. 


3—NOTE ON ORDER. 
Part of the difficulty in our present view of Order is that, say, 
the Greeks, as the Indians, approached scale formation as “under 


Authority” i.e. from the knowledge that the Seven Rectors con- 


trolled all such series ; whereas we approach the problem from the 


point of view of Necessity i.e. from the empirical and inveterately 
“scientific”? attitude, and demand a workable hypothesis first 


of all, to meet our demand. 

Actually, the empirical view starts with Hue; the authori- 
tarian with Luminosity ; and it is necessary that the practical 
material should be formed by and informed with the authority of 
the Idea in every case, or it remains in a meaningless sensory 
chaos. 

4—NOTE ON INDIVIDUAL SCALES. 

There are many ways of dealing with this subject, but the 
most obvious is from the natal horoscope. 

Here again there are several ways open but there is no doubt 
that broadly speaking the most satisfactory scale will be obtained 
from a simple translation of the four most vital factors: the 
position of the Sun, Moon and Ascendant, together with and acknow- 
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icaguie the Ray of the birth-month and its planetary implication. 
Thus all January births will be taken as coloured by Capricorn- 
Saturn and so on. 

_ But this no more implies monotony than does the horoscope 
itself. 


SCALE-FORMATION. 


The basic meaning of scale-formation is the same as that of 
Venus rising from the sea ; involving the amorphous into measure. 
Scale is the instrument which specifies the measure by which the 
Idea can form from the latent Field- substance into Image (in Hod). 

The scales, which are legion and belon g to every medium, also 
indicate the specific Ray of the Idea concerned. A forceful idea 
of zeal, enterprise or discovery will naturally express itself by 
“means of some Martian scale, whether of sound, colour or move- 
ment, say on Crimson 2 or Vermilion, 8, as tonic or mese. 

The symbolic force from Geburah in impressing its mode upon 
the latent material of formal substance in Netzach, crystallises 
the character of the idea into Image. 

This is clarified on the Tree by the fact that whereas Hod 
the imagier is directly impregnated from Chesed, Netzach of the 
Scales (in both senses), stems from Geburah, this manifesting the 
perpetual alternation or balance between the active and passive In 
every instance. Hence the planets have two aspects in the Zodiac. 

In the first part of the volume attention was drawn to the fact 
that the European scale of the Piscean Age evolved through 
Sappho in the first instance, thence through Pythagoras. We know 
nothing of Sappho except what interesting facts we can read between 
the lines (and there is a certain authority for thinking of her as an 
Initiate whose methods were possibly distorted in the usual way by 
those antagonistic to the Gnosis). Be this as it may, we are on 
certain ground with Pythagoras and it is obvious that his Seven- 
fold scale was esoterically sound, being based on an analogy with 
the immemorial Sevening, and the notes must therefore correspond 
to the Rays, the Rectors and Planets. There is ample historical 
evidence for this in the echoes left of characteristic emotions said 
to have been engineered by these Modes, as definitely is the 
case in India and China. 

It was further remarked that the unity of any scale must be 
the purpose entertained in regard to the desired effect it shall 
produce. This must be elaborated a good deal further for it is a 
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point that bases the whole subject of Art Syntax and nethiness can — 
really be understood apart from it. 

We must remember that every factor in ranitestenonn em- 
ploys Two Elements in its complex, and these complementary. 
Their action is always a reverse or alternation. The perception of 
this fact is said (see the “Book of Thoth’’) to be the distinguishing — 
characteristic of the Initiate. If, then, one factor commences 
at A and works towards T; the other begins at T and works to- 
wards A, and the two move simultaneously. (See “A Vision” 
by W. B. Yeats). 

If then, the Medium begins at the T end of complexity, the 
Idea begins at the A end of unity. In other words, “‘the Throne of 
’ Binah is for Malcuth,”’ and the Allness of the One is as the Unity — 
of the All. However, in the Zodiac complements are both Positive 
or both Negative. 

In Vol. 2 it was indicated that colour classification operated 
from the complexity of the Zodiacal analogy, through the cosmic 
mediation of the planetary sequence to the Supernal triadic and 
basic Rays. The scale formation is cf course precisely similar and 
it may be said that the complex scales of pure hues with their 
consequently infinite combinations are suitable for the expression 
of human life at the circumference, whilst the sixfold and sevenfold 
modes—themselves uniquely individual but not malleable... . 
are suitable for those mythological and authoritarian ideas which 
concern themselves with the Deific world. It is also clear that the 
superhuman ideas which can only be grasped at all by a diagram- 
matic statement of bald geometry or mathematics, are best in- 
dicated by the most simple and “‘elementary”’ colours closely allied 
to Light itself, or, alternatively by those Primaries which symbol- 
ise them. 

In thinking of the Tree as body, it may here be interesting 
to note that the initial stream of energy coursing from the heart 
through the body, i.e. the arterial blood-stream, is Red whilst 
on its return in the Venous system, ‘‘bearing its experience with it” 
is blue. This may remind one of the esoteric facts of the matter. 

Seale is the first expression of the Involution-Evolution 
aspect of art and it therefore is of the greatest importance. With- 
out defined scales of sound and colour nothing can be symbolically — 
achieved. We are so imbued with the limitations of the Diatonic 
series, evolved from two of the Greek Modes, that with the usual 
mental laziness we have for centuries stopped growing in this — 
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regard. The Duodecuple scales of modern daring, as was pre- 
viously noted, are merely the most elementary statement of the 
male and female phases of the gamut. 

It is impossible to understand the importance of scale 
formation and therefore of chord-foundation, without a clear sense 
of the evolution of Art itself. It is therefore necessary to deal 
here with this somewhat abstruse subject. Nothing but the 
universal Wisdom can solve the intricacies of art theory, but with 
its help they can be unravelled at least as far as one can understand. 
it. We must go back a very long way to make things clear, and 
realise the relation between the Self and the Not-Self. On the Tree 
one takes Kether as the Self, approximately, and Malcuth as its 
correlative or manifestation. To this also applies the further pair 
of Noumenon and Phenomena. Further, these are symbolised by 
the Subject and the Work of art itself. Thus the entire emanation 
of the Work from the Subject is clearly indicated by the emanation 
of the Sephiros on the Tree of Life. 

We may say at once that the secret of actual scale-formation is 
in Netzach and not in Hod as might be thought. 

Referring again to Kether as 1, representing Macrocosm, and 
Malcuth as 10 the summated Microcosm theoretically conceived in 
Tiphareth ; we see that between these digits, that is, in the Eight 
remaining, lies the entire involution of the Subject into substantial 
expression (in Malcuth) and its subsequent evolution back into Idea. 
(Vide the Egyptian Enneod.) he 

This is something inexorable which is not usually considered 
at all: but we are forced to consideritnow. Like most other such 
correspondences this is a Fourfold activity consisting of a double 
pair similar to that of Father-Mother: Son-Daughter of the 
Tetragrammaton itself. And this is to be expected. 

It is necessary here to remember that Science in its real 
meaning is the perception and understanding of the Universe and 
especially of its Laws or the Kosmos ; its method of functioning. 
Art is, on the contrary the redemption of this creation back into. 
its origin ; symbolised respectively by the activities of Lucifer and 
Hermes. We can now apply this to our subject in the following 

chart. | 


Analytic Theory. Synthetic Practice. 
a Science. bo “Art. 
ec The Artist. d The Observer-Critic. 
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(a) Science understands the Noumenon and its Phenoma and 
all conditions of operation. — 

(b) Art responds to this analysis iis making a synthetic 
eonception. 

(c) The Artist invents an Image of the Idea. 

(d) The Critic-@bsercer interprets the purpose of the Image 
and relates it to the Idea-Subject according to his individual 
understanding and experience. This sequence from Aries to 
Pisces covers, in one sense, the whole subject. 

The fluidity of the activity is obvious for there are an infinite 

number of ideas inherent in any Subject ; and there is an infinity 
of possible viewpoints of each Idea as well as of each Image of that 
Idea—also infinite in potentiality. To say, then, that some one 
has stolen one’s idea or imitated one’s picture is so fatuous as to 
be incredible to the occultist. 
' The artist works in both directions in the universal plan. 
The Subject seeks its expression in the work and the work seeks 
to return to the Subject in its impression. These points of view 
are those of the Artist and the Critic respectively, clearly showing 
their interdependence and right relation. So that the Work is 
only half complete until it is interpreted, that is, until it has found 
its. audience, or public. 

Wilde was quite right in his contention in regard to Criticism 
(“The Critic as Artist”), “By contact with divine things he will 
become divine,” and by “contact,” here he means, of course, 
critical interpretation ; the divine things being integrated images 
of ideas. So that whilst in the abstract or Noumenal, Science 
descends in involution and Art rises in evolution ;_ in the concretion 
of this analogy the Artist involves himself in the Work and the 
Critic evolves himself through the Work. 

In passing it may be remarked further that it is no more 
‘spiritual’? to objectify an idea than it is to idealise an object. 
It is necessary to do both, as both evolution and involution are 
necessary in the cosmic. creative plan. One is inconceivable 
without the other. This has been stated as :— 

‘“‘What God has joined together let no man put asunder.” 

And here is our contact with “‘life.’? Ideally the Critic must 
first have been Artist before he can fully appreciate and interpret, 
as the Artist must first be Scientist, or understander of the uni- 
versé in all states.” Thus the final result of Science and Art is 
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Life, which is not the primary of oe triad but the equilibration of 
the two preceding. 

In evolutionary terms, Being) or existence merely, is the 
amorphous substance-matter (Sephira) which, by means of scienti- 
fic art (Fohat) is formed into Kosmos from Chaos ; and ultimately 
one might say that matter-substance by means of man is resolved 
into the divine be-ness. The same method occurs in all cases: 
the two extremes being equilibrated by the Link. In life the link 
is called the Logos, in art it is the symbolic language of the intuitive 
Imagination, and the two are one as Hermes-Aphrodite or Maser 
Lucifer. 

If we now apply this to the Zodiacal scheme by means of the 
_ Elemental attributions (stated clearly by A. E. Thierens in his” 
book “Elements of Esoteric Astrology,”’ pp 36 et seq.), we obtain 
the Subject and the Work symbolised both by the “‘real’’ signs and 
the “potential” signs whilst the symbolic link in each case is the 
“ideal” of this terminology. 

This alternation in manifestation emphasises the fact that 
the potential “spirit” is always with the real “‘matter,’’ in the 
furnace, that the two are alternations of involution-evolution 
which are equilibrated by the Link, Hermes, “without which 
neither the activities of the Sun nor of the Moon can operate.” 

From the subjective Above, then, the POTENTIAL is the un- 
manifest (but apparent) matter-shape ; 

From the objective Below it is the unmanifest universal arribtts 
substance ; : 

The IDEAL in both cases is the manifest link, Symbolic 
Language governed by the Imagination. | 

The REAL from Above is the physical Image and from ee 
it is the spiritual Idea, Thus 


OBJECTIVE SUBJECTIVE 
Real , Real 
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Incidentally, the Objective view gives us the movement of the 
Signs through the Year, the Subjective view gives us the movement 
of the Signs in the Precession of the Aeons: both consist of four 
potential scales. 

In passing it may be mentioned that the individual horoscope 
corresponds to the individual work of art, and as the horoscope 
is designed by the individual in his past lives by the personalities, 
the work of art is designed in the present life, also, by the indivi- 
dual through the personality. The basis is exactly the same. 
It is well known that the artist can be read in his work : he in- 
stinctively employs the colours stressed in his horoscope, usually 
his “‘favourite” colours. He should use these consciously how- 
ever, and make his individual scales from the components pro- 
vided, e.g. the Month-sign, the sign of the Sun, Moon and Ascend- 
ant, etc. | 

Creative Number is scale formation. 

In usual scales the twelvefold corresponds to the zodiacal 
series ; the sevenfold to the planetary and the hexatonic penta- 
toaic to the microscosmic idea generally : essentially the human 
scale, on its highest plane; that is it represents microcosmic Man. 
Threefold scales, which are not used at present apart from the 
triads, would appertain to the supernal consciousness, where the 
scale and chord would be one. | 

To take a definite example: a map reads, in part, 

Birth : early October—Libra (governed by Mexiey 

Sun in Libra, 12th House. 

Moon in Pisces (Neptune). 

Ascendant: Libra. 

This is rather a “‘once in a blue moon” sort of map, but even 
so it does not mean a monotonous colour-scale, which is actually 
impossible, the scale being always balanced. It is obvious to 
accentuate Cyanet, Marenal, Ultima and the planetary Blue but 
actually the complementaries are forcibly indicated by Mars close 
to Midheaven in Cancer and the Ruler itself in Virgo. Mercury is 
strong in Scorpio, 2nd House, so there is ample scope for variety. 
Such translation into colour requires as careful a consideration 


ae 
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as a delineation of the horoscope itself, but any one who has been 


able to paint a portrait under at all favourable conditions of 
astrological knowledge realises how invaluable it is. All other 
attempts are likely to appear very pale and distant experiments 
in comparison with the vitality and essential rightness inevitably 
accruing from the deeper knowledge if intelligently used. The 
particulars given in Volume Two, The Twelve Primaries, indicate 
all the essential hues in every case and (though reproduced colour 
is never accurate) it is comparatively easy to détermine the hues 
by a process of equalisation from the few known and taken as 
standard, e.g. Vermilion and the Cadmiums; Viridian and Mineral 
Violet on the other side. 


EMPHASIS. 

The two main methods of emphasis in colour when the scale 
is determined, are by amount used and degree of chroma. The key 
hue if the Ruler is strongly placed would be used more definitely 
and more purely than if weakened in any way ; when some other 
aspect would perhaps be stronger. 

As a rule the subsidiary planets would indicate progressive 
dilutions or paler and paler hues according to their importance 
in the map, but this is largely for the artist to determine as he 
reads it. In any case it is preferable where possible to use a 
dilute hue where a planet is afflicted, than to incorporate black 
with it, which is inaccurate and unpleasant in a scheme. For this 
the disc is usually painted in three dilutions, the pure pigment at 
the circumference and paler hues in proportional relation towards 
the centre: these are considered as rising octaves : but this is an 
incorrect view factually. 

It is of course necessary to understand chord-formation 
before any wide or subtle use can be made of these scales. 


THE SCALE AND THE EVOLUTION OF COLOUR. 
IN ASCENSION. 

The Twelve Primaries resolve themselves into White Light. 
The Seven Secondaries also resolve into White Light. 

The Three Rays are resolved into White Light. 

All is White Light, and when it is seen to be all, then is the 
dominion given up, that Black Fire may be All-in-All. 

“He (the White Light of the Son, the Logos) must reign... . 
and when all things shall be subdued unto Him, then shall the Son 
Himself also be subject unto Him (Black Fire) that God may be 
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‘All-in-All.’’. Alternatively, in. Descension, the Black Fire, for 
manifestation and Self-recognition, deputes temporary power to 
the Logos, or “‘white”’ Christ, which has dominion in the earth . 

Le. as the visible god. 

Through the descending eee of the Three Rays, Seven 
Colours and Twelve Hues this Light becomes available or the ex- 
pression of Individual Instances of man and their infinitely varied 
combinations by which alone the infinite Self can understand and 
experience itself. : 


The primary poles therefore are, 


1. Black Light or Fire. 
2. White Light, the sum of the Septenary Rectors. 
3. The Twelvefold Spectrum of Hues. 


The White Light or Logos is the link between the two. 


Thus the Sevenfold link is of primary importance in both 
directions, practically, and may be taken as the septenary scale, 
also Colour as a means of definition, is taken as one of the seven 
media or aspects of language which, together, symbolise the “Still 
Small Voice” or Word of the Logos. On the Tree we are told 
that the White Light of Tiphareth is in Netzach analysed into its 
components, so that in Hod it may be integrated anew in the form- 
ation of Images. Also that Netzach defines the amorphous force 
emanated to it from Tiphareth . . . . and similar statements. 
This of course is its activity in Descent. 5 

What this implies in regard to our immediate subject 1 is, that 
in Netzach the white light is divided into the spectrum. This is 
quite evident and substantiated by an intelligent reading of the 
parallels of which Netzach is full. The implication is that in this 
sphere are formed the Scales, Modes and other classifications 
without which no individualised images or reflections are possible 
as integrated unities. The Scalar Sephira is, in fact, the Link. 
It is scarcely remarkable therefore that in this linking department 
the number Seven is so important ! 

In symbolic instance the Diadem of Hathor and of Palmoni 
(in Revelation) is septenary.as these are definitely concerned 
with ordering ; but the result as perfect government, instanced 
in the veil or coat of Joseph is twelvefold, because Zodiacal in 
reference. 

The Veil of Iris and Isis, the Collar of Ishtar, the Girdle of 
Venus and the ‘‘many-coloured” serpent of Blake as well as the 
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Arch of Hathor, may be considered identical in meaning and 
refer to the Rainbow or Solar Spectrum. 

The formation of scales is due to the impregnation of this 
material by the solar force of number. Each number as we have 
seen. (Scalar Sephira) fructifies the next series in order, outwards ; 
then each succeeding series, to the bound. Thus 3 affects 5, 7 and 
12. 5 affects 7 and 12; 7 affects 12 only. Or 22 inthe Indian 
scheme. 


THE ZODIACAL MODES. 


In Involution the Planetary Colours which are Seven, operate 
through 7 Modes and Twelve Scales, that is, with the exception 
of the Sun and Moon each has a positive and negative aspect 
below. It will be well here to list these again from this point of 
view :— 


1. Saturn, Purple operates through 73 Makaris and «+ Ultima. 
2. Mars, Red operates through °° Vermilion and Tl Crimson. 
3. Mercury, Orange, operates through 0 Hermeon and Ty 

Aureal. 

The Sun, Yellow, operates through §2 Yellow. 

The Moon, Green, operates through go Green. 

Venus, Blue operates through == Cyanet and & Vestalis. 

Jupiter, Violet, operates Jee f Amethet and +€ 

Marenal. 
The Greek modus was apparently concerned only with the Planets. 


SED OO 


The possible fact of the Sun being more truly represented by 
White Light as the sum of all, is actually a question of the dual 
allocation to the Sun of its inherent character and also its Mercurial 
distributive function, which is Leo, Yellow. This is not very im- 
portant from an empirical standpoint. The Sun as it stands 
amongst the planets at the moment, must have this allocation, 
for there are seven colours which are distinct, unless the Sun and 
Moon be taken as aspects of one body. This would not interfere 
with the Zodiacal scheme if the One were given positive and 
negative aspects—at present represented by the two, Leo and 
Cancer. This explanation though important is not necessary in 
order to understand the colour ranges. “‘Orange’’ in any case 
cannot be allocated to the Sun or to Leo, as is frequently the case. 

Alternatively, in Evolution, the Twelve Modes are subject to. 
the septenary scales, forming the Greek Modes, using the Harmonic 
series as a basis, but using only the seven hues, even in chords. 
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Mixolydian on B Saturn Purple 
Lydian C Mars Red 
Phrygian D Mercury Orange 
Dorian EK The Sun Yellow 
Syntolydian F The Moon Green 
Tonian G Venus Blue 
Aeolian A Jupiter Violet 


As indicated above, the positive and negative aspects of the 
five planets together with the Sun and Moon, give the twelve 
Modes on the Zodiacal basis. We have also in previous volumes 
shown that the octave must end between B flat and B and not as 
is usual in the first instance, before C. This is noted on the 
physica! plane by Mary Sargant Florence in“Colour Co-Ordination,”’ 
The Indigo, hitherto allocated to Saturn, not being a Primary Hue, 
or indeed any specific hue at all, must be discarded. This is 
in line with progressive vision in the purely physical field. The 
proposed settlement of the question as given in C.C. is esoterically 
inevitable and taken for granted. 


Though she does not appear to be aware of the reason for it, 
this author insists that the hue she calls “garnet” and which is 
referred to herein as Makaris, is the true First note, and not the 
Crimson, “‘C”’ as is usually held. The real reason for this, apart 
from the one given by her of the frequency vibrational number, 
is that this primary hue is the lowest, that is the slowest, and 
longest wave series to be appreciable to the eye as colour. It is 
also the warmest and most magnetic ; whereas the last hue of the 
series, Ultima, which as a red-violet is nearest to it in hue, is the 
highest, that is the most rapid, the shortest and coldest, the electric 
vibration. 


It is clear therefore that the two are not really contiguous, 
and so should not (accurately) be represented as touching in a 
circular diagram: for they must in this case be in the position 
ot one above the other, in a spiral ascension. This fact is also 
noted by Professor Jeans in the first edition of his “Science and 
Music.” : 


The slightest esoteric reference makes it clear that this is the 
only way in whick the planetary series could be broken, i.e. in 
Saturn. And when we realise that this planet. symbolises the 
conjunction and government of birth and death, a flood of light is 
thrown on the matter: for it has been said, “From Light (fire) 
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we come and into Light (fire) we go.” That is, into Black, which 
divides these two hues, in one sense. 


The implication is inescapable that Saturn must be allocated 
both the first and the last hues, at opposite ends of the series, and 
having therefore completely different characteristics as the slowest 
and most rapid, yet of similar colour. This is precisely what we 
might expect, for Saturn occupies the unique positions, of con- 
trolling all limits, and so, necessarily, the times of birth into and 
death from, manifestation. This symbolism is fully implicated 
in the two signs concerned, Capricorn and Aquarius, One and 
Twelve. 


As regards the planetary colour of Saturn all that is at present 
necessary to say is that the unification of these hues would be 
almost impossible to see, even if it could with coloured glass be 
accomplished (it is impossible with pigments at present obtainable), 
so that an approximation is all that can be expected, i.e. to obtain 
the necessary Purple-Violet for the Septenary scale. 


If Infra Red and Ultra Violet, at present invisible, should 
become visible, they will naturally allocate themselves to Neptune 
and Uranos, with Pluto as the third invisible ray, and the plan 
would need re-adjustment, making no difference, however, to the 
empirical value of the present arrangement to-day. 


The dividing of Saturn in the proposed way, gives an exquisite 
arrangement, and this includes a curious necessity, with music, for 
using flats and sharps in a new way. Flats for the Actinic or 
Electric series and Sharps for the Thermo-magnetic. This, as 


_usual, is the opposite from what one would expect, and no doubt 


(also as usual) indicates one of those alternations of emphasis 
which are ubiquitous in natural arrangements. This will be 
“foolishness” to the Musician, to whom must be left the problem 
as regards sound if it arises. 


The next series shows the Modal application using the Twelve 
Planets and the Twelve Signs also, but the usual Seven may be 
easily substituted if desired. 
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Planet Zodiac Greek term Serial Sound: — 

Saturn pm Mixolydian et te: As 

Mars Wo via 2 Cie 
Pluto 9 ~~ Lydian 38  Csharp 
Vulcan (Mercury) ™ Phrygian 4 13) | 
Mercury tT Phrygian 5 D sharp 
Sun 8 Dorian 6 E 

Moon 95 6: Syntolydian We F 

Vesta %  Tonian 8 G flat 
Venus <=  Jonian 9 G 
Neptune (Jupiter) Aeolian 10 A. flat 
Jupiter ft Aeolian 11 A 
Uranos (Saturn ee = Mixolydian DILe B flat 


In this terminology it is noticed that sharps indicate a positive 
and flats a negative Sign. The same thing happens in regard to the 
fourfold division of these to obtain the complementary colours. 
The fact has no relation musically so far as one knows as the two 
are used indiscriminately therein. The reason why they cannot 
be so used here ison account of the break by which the first and 
last hues must be aspects of the same note and planet. “A” sharp 
would upset this entirely, for the Mixolydian second note. The 
matter of the extra planets is dealt with amongst others, by Dr. 
Thierens in ““Elementary Occult Astrology.” 

The “turn of the tide’’ at the centre is very illuminating’ and 
purely of necessity. The two pauses at'the beginning and the end, 
or pers over, correspond Pew to those in aid sn of 
Colour.” : 

This fact was not ie ADEN when the coloured Primary dia- 
grams were made; hence the necessary corrections in some cases 
in Vol. 2. : 

One would like to think the terminals were completa to 
it, and it was felt for some time that this should be the case, when 
a glance at the slotted disc would have shown that with such an 
arrangement of tones and semi-tones, this only could occur in one 
Mode. Both these problems are solved in the Visual Series. 

Our “octave” is of course a misnomer. The Greeks counted 
the two terminals but only used one in each Mode. They realised 
there must be only seven notes, at least in this case. It must be re- 
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membered that the uneven septenary is applied in the Zodiacal 
series to the even twelvefold series. All the other series are 
male odd numbers in successive stages. Here at last the masculine 
force impinges on the feminine latency. This is the end: and 
whatever follows must be on a different footing ; the series is closed, 
with the invention of Harmony, or the Harmonic scale, rather, 
which did not appear to the Greek mind so far as we know. It 
remains to return, by evolution. . 

The unevenly arranged system gives us the greatest possible 
variety ; and the even schemes of division, such as that of Ostwald, 
whilst superficially looking more logical, fails exactly in this par- 
ticular, that they do not allow of that infinitely varied individuality 
which is the result of all natural law. Nature never divides 
anything exactly into similar halves. Individual emanation de- 
mands the equilibration of odd and even and usually results in 
unresolved decimals. 

(See Vol. 2.) 

The meaning of the various unique factors in connection with 
the sixth and seventh hues is worth following, especially the 
connection of the Dorian Mode with the Sun and Apollo and its 
septenary aspect. A note is appended on Seven, later in the book. 

It is not necessary to explain by what long and tortuous ways 
this analogy with the Greek Modes was arrived at. Not being a 
musician, technically, Hugh Darval did not at first see what would 
have been obvious otherwise: but instinctively a return was in- 
variably made to this series, long before it was seen where the 
obstruction lay. It is quite true that the Diatonic method is 
necessary for a modern harmonic usage, but it seems to be some- 
thing in embryo and not on a solid foundation at present.* The 
Pythagorean arrangement, however limited, was primarily Hso- 
teric in its basis whilst subsequent plans have been founded on 
arbitrary or merely physical notions which may or may not be 
substantial. 

It is obvious that the Greek Modes, giving in sound a uniquely 
varied series of characteristic designs, do not as they stand, give 
this when translated into colour, where no sequence or relation is 
relevant. Our extended reading of (mostly contradictory) author- 
ities, did however elicit the fact that the Greeks considered the 


*Or perhaps—as Stanford suggests, all harmony should be con- 
trapuntal throughout. 
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middle note or Mese as Key note. Obviously this implied planet- 
ary control, so. that logically the Mode should be named from the 
Mese: but it was not so far as we know, so named. 

But because the Mese is not invariably complementary to the 
Terminal we do not relinquish it yet.* 

If the Keynote is the middle note it probably referred to the — 
governing planet. This raises very awkward questions which it is 
not easy to answer until we know more about Greek Music. We 
are told that the Dorian Mode was “‘on”’ or “began on”? EK which 
might mean that it began from the Keynote as E or the Terminal. 
If the latter, the Terminal would be B. It makes little difference 
empirically, but it does confuse the planetary allocations, if the 
Greek terminology is used. This is not necessary of course, and 
the Modes can as easily be numbered as named. What cannot be 
altered is the allocation of the hues to the notes or the notes to 
their planet. A practical terminology would perhaps use the 
names of the planets or the Signs. 

The point of difficulty is that if the Mese is made the Tonic 
and the Mixolydian scale to read E, F, G, B, C, D, E, the series 
does not comply with the order of tones and semi-tones known to 
be that of the Mixolydian Mode. It is probable therefore that 
the Greeks named the Mode from the Terminal and gave the 
| government to the Mese, viz, B, C, D, #, F, G, A, B, which means 
in effect that the key note of Saturn (Capricorn) is the Sun. The 
reader must make the best he can of the facts. At present we 
retain the Greek order. 

An amusing point about the Syntolydian mode is to be noted 
in regard to its Mese. The factors of B, 1, to the left of the Mese 
are all odd numbers, those to the right, even. In the next mode 
the reverse is true. This alternation persists throughout, but it 
occurs in no other mode. Whatever obvious mathematical cause 
may be considered to solve this, the fact remains that it is the | 
Lunar Mode that alone has this characteristic, as it does also in 
its Mese-Terminal relation. 


RELATION TO THE SUBJECT. | 

‘The Subject-idea should in every case be the determining 
factor, above all in Colour, where it is most evident. 
To a great extent this matter must be left to the development 
and discrimination of the artist. All that can at the moment be 


*This was perhaps not invariably the case in Greece. 
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done by others is to submit any traditional hints which remain, 
any symbolical traditions and any suggestions on other lines of 
approach. We know little of this matter even in relation to the 
comparatively recent art of this Age, that is, from the time of 
the late Roman era. A great deal can still be recovered both 
from British and Scandinavian sources and from the disguised re- 
mains still left us from the insensate if well-meaning destruction 
of the Reformation, when as was truly said, the baby was largely 
sent down the drain with the bath-water. This is a mere state- 
ment of fact and not a plea for idolatry, which is as different from 
the proper appreciation of Images as darkness is from light. 

It is safe to say that when the scale of colour in art is chosen 
with intelligent discrimination such an art will develop as has 
never been seen at least for several thousand years. 

The first step is to decide one’s point of approach (and there 
are many legitimate ones,) towards the Work, from the planetary 
signification. There are many pitfalls here. It is sometimes said, 
for instance, that Venus rules the Lily tribe of plants, indicating 
a scale on Cyanet or Vestalis: but these are certainly associated 
more definitely with Mercury in the Fleur de Luce and many other 
associations, moreover their colours tend to be those of the yellows 
towards red, almost invariably. Such considerations must be very 
carefully analysed. It is so easy to associate things with planets 
on a very superficial basis. ‘“‘Beauty’—Venus, is a great snare 
always. No two people agree as to what is beautiful: nor is 
Beauty the essential factor in the Venusian make-up. Because the 
Virgin Marias are connected with Venus and their annunciations 
usually made with the Lily-wand, there is no particular connection 
between the two that indicates identity. The reason is much more 
likely to be that the Lily represents the Mercurial character of that 
Gabriel which is the Messenger. The reason for the Lily being 
white and not yellow might well be that the office of Mercury is to 
transmit the white light of the Logos, in this case officiating through 
Tiphareth to Netzach, and this may be considered further with 
advantage. 

Hermes in Hod, whose Colour is Orange, is in one sense 
identical with Mercury in Tiphareth (see the ‘‘Kabbala Denudata”’ ; 
Mathers), but in this case his Colour is White. On the other hand, 
the Sun as Leo, which for Colour purposes is brought down beside 

‘Cancer in Yesod, is Yellow. Thus, logically the annunciatory 
Lily must be white. 
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Similarly the Rose is associated with Venus at times because 
considered the most “beautiful” flower. This is beautiful non- 
sense. It is quite true that the blue rose is associated with Venus 
via Netzach, but the five-petalled “Tudor” rose is essentially of 
Geburah-Mars. The blue rose is actually a generic flower and 
associated as much with the Lotus, especially in Egypt and the 
Kast. | 

As an exercise the simple problem of flower arrangement 
affords excellent practice to the beginner. There is clear evidence 
that the popular bunch of mixed flowers of sixteenth century 
painting in the Netherlands, especially, is connected much more 
than one might imagine with the political troubles of that time, 
especially with the Catholic persecutions in tnat unfortunate 
country. These pictures at their inception are clearly intended to 
represent the Sun and complete system of Planets about it. _Some- 
times the luminary is represented centrally by a golden vase, on 
which much ingenuity was expended, and at others by. a. gold 
Lily. If the reader cares. to analyse the colours of these early 
pictures, allowing for the impossibility of obtaming permanent 
violets and even blues at this period, he will very soon be convinced 
as to thismatter. The symbology of the flowers is often associated 
with the colour, also. The Blue Venusian Iris, may be said to 
discount all that has been said above, but in symbology one always 
has a convenient loophole at hand: it is very well known that 
Hermes and Aphrodite were by no means always separated in- 
dividuals but quite as often complementary aspects of the One. 

The student will have his own method of applying the in- 
dicated facts, but as an example one might indicate a very crude 
method of elementary application in which the variety of the 
definition is at least evident. 

Supposing the Subject-idea to call for the choice of a colour- 
scheme based on the Moon in Aries: this might be taken as the 
Lunar F Mode, Greek or Harmonic: either of the Pentatonic 
Modes: a Duodecuple scale or any other orderly arrangement. 
This in itself gives far more potentiality than most people could 
choose amongst with discrimination. 

We might take, for instance, the F scale of the Aries Cs Mode : 
ot the Aries scale of the Syntolydian Mode. The choice is deter- 
mined partly by the material it is desired to use. If one had in 
mind for the above, a crimson flower in a silver container, the- 
Scorpio scale of the Syntolydian Mode might be indicated: and 


- oe —_— 
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so on. Much will also depend on the Greys desired, and this is 
a matter of Chords. | 

- Continuing this dual arrangement as indicated, a short bist 
of relevant possibilities can be given which may show one line of 
development and would at least bring some faint meaning into the 
pictures produced in this way. 

Further suggestions in connection with the Moon and Aries in 
flower arrangements : 


1. A cream-green magnolia blossom in a red pot: neutral 
background. 

2. <A black (Hecate) Iris in a crimson container (Scorpio) 
paler curtain and palest neutral table. 

3. Scarlet Cactus in a white vase: pale green-grey cloth on 
table and deep red wall. 

4. Crimson passion-flower in obsidian Coneines on black 
slate table or ebony stand with silvery green curtain 
behind. 


One could easily proceed on these lines for pages, but enough 
has been given to indicate the sort of way variety may be obtained 
even with subject matter only, once the basis is defined. 

It is clear that no hard and fast rules should be allowed to 
erystallise, however fixed the natural laws may be. Within those 
rigid (because complete) categories of definition, the utmost free- 


dom of individual choice is given, in every instance of orderly 


Syntax : the object of Law is not to limit in the sense of restrict or 
obstruct or manacle, but merely to provide a reasonable standpoint 
based on the universal principle, upon which the individual may 
build according to whatever rules of order he may choose to accept. 
“Law and Order’’ is not tautological as a phrase: the complete 
triad being Principle, Law and Order. All three are required in 
any Work, as the Deus ex Machina; none of them should be re- 
strictive, but liberating as indicating infinitely varied methods 
available. Work based on this syntax exhibits the characteristics 
of complete naturalness, complete freedom and variety within a 
unified conception that is unique and invisible. That is it should 
do so if the ‘‘Person”’ gets out of the way. 


VISUAL MODES. 
This term is adopted to avoid confusion with the previous 
scales. All scales of colour are necessarily. visual and all scales 
must have their references to the Zodiac, but as the Zodiacal 
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sequence has been used in connection with previous examples a 
different term is called for. The fact that these emanate directly 
from the Makara without the intermediary of musical syntex 
explains the use of the term, Visual.* 

It may be asked if it is necessary to consider at all the tran- 
sitional analogies with music ? 

It is necessary. One reason is that in Drama, as it will be 
used in the future, it is essential that a common basis is understood. 
The logarithmic spiral and summation series is such a basis, for it 
has already been shown by Prof. Hambidge, Sir James Jeans and 
Mary Sargant-Florence, to base the factors of spatial, audible and 
visual measurement. These investigators have also shown exactly 
how such basis may be applied to these several factors. What has 
not yet been done is (to any extent) to show how the three factors 
may be combined on this basis in various forms of Drama. It is 
therefore essential that the analogy with sound be kept in mind, 
Whether it will eventually be seen that the purely visual modes are 
in fact applicable to music is a matter for musicians to consider ; 
in which case the analogical scales would fall into whatever was 
their right place in the then evolved scheme. At present we are 
as infants uttering cries in the night of ignorance. 

The Visual series appeared directly on the Makara model and 
it is probably impossible to understand them very far without 
this reference. They can of course be used empirically by any one. 


THE TRIADIC SERIES. 

These Four Modes correspond precisely to the Triplicities of 
the Zodiac: that is to the Cross of Fire, Air, Water, Earth. It 
will be noticed that they follow in a general sense the inclusion 
in each of an aspect of the Three Rays. 

They are of course essential in the intelligent translation of 
the Horoscope into colour: and, presumably in the medical use 
ef colour, if this proves possible. Their detail is given in the 
esoteric section of this book. 


THE CROSSES. 

It will be noted that these pairs are arranged on the Zodiacal 
band so that all complements are of the same gender, that is the 
opposites are both masculine-positive or both feminine-negative. 
*A flat translation of the 12 hues on the Makara is given in the 
double spiral diagram: Vol. 2. 
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One Positive pair and one Negative pair making a Cross, or com- 
plete polarity. This holds a very important hidden fact and refers 
of course to the physical and mental man and their different ways 
of expansion. The Egyptian allocations ef ‘“Procreation” and 
“Mental creation”’ to the fifth and sixth phases imply the same fact. 
This is sometimes given as, respectively, “Generation” and ‘Mental 
Procreation,” but the meaning is the same. 

These three crosses have been more or less explained and 
correspond to the Zodiacal quadruplicities usually know as the 
crosses of the Cardinal, Fixed and Mutable tempers. In the pre- 
vious part of the book we have used the terms, Grand, Royal and 
Transitional for obvious reasons. They make excellent scales for 
opposite themes. | 

As implied in the previous section, such scales are seen at their 
best when used in relation with each other. This was brought 
home to us very clearly when experimenting with the primaries 
on a symbolic basis. By this I mean that the hues were used for 
their essential meaning and reference, not because they were in 
themselves pleasant or even harmonious. Whilst each example 
was in itself adequate if uneventful (a series of the Four Elements 
was concerned) when placed together they gave exactly the same 
sort of impression of vitality that is given by certain Chinese 
objects. This result I believe will always follow a truly symbolic 
use of colour and it will never be twice the same more than is any 
other aspect of natural law in its manifestation. For this to 
ensue it is naturally imperative for the hues to be accurately 
understood and used. 


THE PENTATONIC SERIES. 


We already have two pentatonic series and the directly visual 
one is still otherwise. | 

The method is to take each hue-sign as terminal to its five 
succeeding hues on the Makara. 

It is evident that each face of the Makara is a potential 
fountain issuing in five instead of four streams and each of these 
streams is a possible scale. The complexity of this is so obvious 
as to be almost paralysing. Once indicated it may be lefi to the 
student so constituted as to be able to deal with these complica- 
tions, and desirous of doing so. ‘These modes are pentatonic in 
that the series returns to its start within five terms. As the pro- 

gression may be made either to the right or to the left. . . . positive- 
F 
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ly or negatively .. . . the number of possible variations on this plan 
is at least 120. To what extent these would employ identical hues 
in practice Ido not know: it isa mathematical problem, but in any 
case as their tonic reference would in every case be different that 
would give a possibility of individuality. 

It is when contemplating such evidence that one begins to 
see why Plato defined his fifth solid as that wherein the Universe 
is contained. It is also clear that in Hermes-Mercury, the trans- 
mitter, translator and redeemer is found the character which is 
Five, in which the infinite fecundity on earth and the infinite unity 
of heaven are shown to be indentical: which is also the mediant 
between the One and the Ten. 

It is invariably in symbolic numerology to find that each num- 
ber contains within itself the seed of the rest. “Six is naught 
without seven” and so forth. Here also the five contains in its 
centre that invisible Mese or Tonic which makes the six, precisely 
as the Twelve dance about the Thirteenth who is invisible perhaps. 
The advent of this centre into visibility however brings many other 
problems into the arena and this will be dealt with in the following 
pages. | 
VISUAL PENTATONIC MODES V5. 

There are ten different Modes as regards plan, each having a 
positive and negative sign allocated. The serial order of these is 
different also, but this makes little difference in colour unless 
chords are formed and the hues differentiated according to their 
chordal position. Both Aries and Libra have an extra two signs 
each, making 24 (X and —). 


EXPLANATION OF THE DIAGRAM OF THE BLAZING 
STAR. ; 


The Central Pentagon is the Tonic and Mese of each Mode. 
The outside triangles are the five hues surrounding it on the 
model. The intermediate triangles are the mixture of these two 
hues. This mixture is not a true tertiary or grey, because as a 
rule the hues are too close to be so mixed and merely give a varia- 
tion of the two hues. It is given for the reason that in the case 
of modes with as few terms as five or six, the number of legitimate 
greys is very small. This does not much matter in the case of 
elementary work, but for anything as subtle as pictorial design, 
especially based on astrological science, the more extended range 
seems legitimate and necessary. This is merely a personal opinion. 


ESOTERIC COMMENTARY $1 


The triangles lying laterally between the rays are the legiti- 
mate mixtures, first of the two rays adjoining, or if these do not 
give any, other combinations nearest to its position. Actually 
this star is malleable and may be used more or less as a palette, 
provided the initial radiating hues are correctly given. Their 
combination, owing to the varied plans of the modes vary in scope 
a great deal. The “legitimate” mixture is five or more spaces 
apart on the diatonic chart. 


PENTATONIC VISUAL MODES. 
Notes On ASPECTs. 


The manifestation of the idea of aspects as used in the Horo- 
scope, etc., will no doubt be made in different ways according to the 
conviction of the practitioner and the use to which it is being put. 
The Moon in Pisces, for instance, might suggest to one painter a 
magnolia blossom in a purple-blue glass bowl: to another, the 
scale relevant, merely applied to some aspect of current existence 
as exemplifying a disintegrationary period before re-integration. 

This latter aspect of the matter necessarily implies the fol- 
lowing explanation. 

It is suggested that to obtain a scale correctly it is necessary 
to go through the process of analysing the subject to find the 
Planetary control, say the Moon. One then surveys the Piscean 
scales on 10 Marenal, whether Diatonic, Modal-Greek, Pentatonic- 
musical, Pentatonic Visual, Hexatonic or what not. Having 
decided which to use, the disc is brought into play and applied to 
the range chosen, reading from 7 (Moon as Tonic) this gives the 
mode of the Moon in the range of Pisces, Marenal, 11, in whatever 
scale is chosen. If this is not what is required, for any reason, 
another scale may be taken, when eventually the right hue wili 
be evident in its correct seetting. 


THE HEXATONIC OR SIXFOLD MODES. 


These scales, which are quite independent of the musical 
analogy, may probably clarify the others ; but this work has not 
yet been completed and we shall content ourselves here with a 
statement of their general and peculiar value, and leave any further 
application to those students especially interested. 

The reader will realise that the various expedients used to 
represent the Zodiacal sequence in the flat are none of them 
accurate. In the sky the symbol is ovoid and as an anthroposophic 
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symbol the most illuminating one is without doubt the solid Makara 
or Dodecahedron. This fifth solid of Plato, as will be remembered, 
is one of twelve sides each of which is a pentagon : each, of course 
bearing one of the Signs. 

The arrangement of these Signs is of great importance and 
may be made in various ways no doubt, but the one which gives to 
the present subject a phenomenal interest at the present time, will 
be briefly indicated. 

The solid Dodecahedron, the reader will recall, is one which 
is most readily realised as similar to the earth in that it has two 
natural Poles and an Equator. The main difference being that 
it is in every case angular instead of curved: the Equator for 
instance being a serpentine zig-zag recalling one of the Keys of 
Aquarius, and the leaping of Fohat about the earth. It is well 
known to esoteric students that the cyclic changes of Pralaya- 
Manvantara manifest in a gradual Polar movement which, over 
an immense period, bring the Pole into the position previously 
occupied by the Equator. ‘Similarly each face of the Dodecahedron 
is a potential Pole ; this is one meaning of the swastika no doubt. 

In this book only two of the possible choices have been made. 
The term used for Aries-Libra of the “‘Grand Polarity” has behind 
it great significance and this has therefore been taken as the normal 
polar position in scale-formation ; which of course implies that the 
“Little Polarity’? of Cancer-Capricorn would be its complement. 

In the case of taking Aries-Libra polar, we find the equatorial 
zig-zag dividing the signs into two sections with Virgo-Pisces 
central. Thus Aries leads Taurus, Gemini, Cancer, Leo and Virgo, 
whilst Libra leads Scorpio, Sagittary, Capricorn, Aquarius and 
Pisces in reverse order clockwise. These recall the positive and 
negative spirals as shown in the diagram “The Sephira of Colour” 
(Vol. 2). 

The arrangement is such that the complementary signs other 
than the Leaders, and therefore hues, will in each case touch each 
other : a remarkable fact enforcing this arrangement as basic. It 
will however be understood that such an arrangement necessarily 
displaces Aries and Libra from their usual positions. Libra, 
naturally following Virgo, is now replaced by Pisces the comple- 
mentary of Virgo. Similarly whatever polar signs are chosen. 

We will now turn to the immediate purpose. If each of the 
ten hues—leaving Aries-Libra for the moment—be taken as Tonic 
or Keynote, of a scale consisting of each of the five adjacent hues 
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we obtain a sixfold Mode from each, consisting of itself as Mese or 
Tonic, and its five satelites equally spaced about it. 

Having done this the following facts are noticeable. Contrary 
to the Greek septenary Modes, in which only one (Cancer) has this 
character, these in every case have the Mese and Terminal com- 
plementary ; indeed each includes two complementary pairs. 

It is further remarkable that each Mode is planned on a 
different sequence of intervals: no two are the same. (The dia- 
tonic modes have of course an identical sequence throughout each 
type, as have most of the Modes considered to this point). Such a 
condition implies a variety that is of a peculiar kind and the result 
is not at all what one would expect. In some of the present Modes 
all the principal hues are congregated to one part in a way similar 
to the congestion occasionally seen in natal horoscopes ; the 
working out does not however show the monotony one would look 
for. The balance is fairly even throughout the series, though 
some hues, such as Pisces, appear much more prolific than others. 
The average distinctly different number of colours for each is 
about fourteen : that is, of course, with the combinations. 

Dealing now with Aries-Libra : with the above in mind we have 
taken their modes as from the Cancer-Capricorn sequence (polar). 
This gives perfectly normal scales in each case. So far as we know 
such a utilisation is merely empirical, the true meaning being 
perhaps that there are only ten scales in each series—and in any 
case the suggested method amounts to this—but everything is at 
present experimental. If we take Aries-Libra as they stand the 
result is of course much too monotonous to be useful. 

It is possible to use these modes with a disc as the others, 
but we prefer to form them on a rather different plan because, being 
a purely visual and zodiacal construction and free from any ulterior 
reference, it is possible to give them a visual form directly. 

Taking each Tonic as the Mesa and as a pentagon, we draw and 
continue the diameters, which cross forming triangles and their 
inversions. The exterior inversions are terminated so that the 
length of their side equals the radius of the pentagon (points). A 
pentagon is then drawn across the extremities of the internal star 
by joining up these points with the final extremities. (Diagram 
p- 39). We now have a pentagon of the tonic, central, surrounded 
by five points; thus forming a “‘blazing star.’’ These rays expand 
again to the final circumference in spaces alloted to the five other 
spectrum hues, making six with the central tonic. The rays would 
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of course be composed of the central hue and each of the others in 
sequence: whilst the triangles between represent the greys or 
tertiaries formed by the suitable mixtures of the various hues 
beyond the quarter, as seen in other scales. In only one case, that 
of Pisces, have two further triangles had to be found for tertiaries. 

It is obvious that the initial combinations with the Tonic 
are not such as would be contemplated in the ordinary scales being 
much too close: but their inclusion does give a very clear view 
of the character of the Mode in its full range. This is much more 
striking than in either of the scales formed on musical analogy. 
Each Mode is very distinctive although formed from six hues, and 
is we feel an approach to something no doubt apprehended in the 
Indian Ragas. It is significant that tre Dipak Raga when worked 
out on this plan (it also has six terms) gives an equally character- 
istic and fiery result that would be most appropriate for pictorial 
treatment of that intriguing story. 

Nothing could be visually clearer for ready reference than 
these diagrams which are far more easily seen than the usual 
arrangement of successive lines of rectangles from the modal hues. 
as arranged on the piano, horizontally. 

We shall complete the statement on Colour with “‘Chordal 
Integration.” 


DIRECT VISUAL MODES. 
HEPTATONIC. 


The visual scales are automatic, that is to say, they do not 
depend as do the musical scales, and their usage, on what is at the 
moment thought to be pleasing. The law is clearly indicated and 
the range of hues follows this law in the ways chosen for some ade- 
quate reason. It may here be necessary to explain a little more 
fully than has as yet been done, the radical difference between the 
analogies with musical scales and the purely visual ones as given 
on the Makara. 

The difference between music and colour-work work has 
already been pointed out, in that music unfolds in sequence where- 
as the graphic crafts do not move in time, except when associated 
in Drama and analgous crafts. Nor has the colour range the 
multiplicity of octaves of the sound scales, so that the need of 
colour is for more inherent variety as a basis of mixture or chordal 
integration, than is necessary in musical notes. 
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The colour chord does not at all resemble the sound chord in 
its effect. Sounds are not mixed in chords, except in a vast 
orchestra and to a limited extent. But colours are usually mixed 
more or less, in pictorial art, and but rarely detected in a pure 
state. This implies a need for the utmost variety in the chords or 
mixtures obtainable in each mode. The musical analogy scales 
do not always give this, or give it in a limited direction. The 
diatonic series as has been pointed out, is merely a transposition of 
two basic plans taken from Greek sources. ; 

The modes of the Makara in every case are far more varied ; 
indeed although occasionally the same series of intervals may be 
found, the plan or order of these is different for the pentatonic 
modes in ten cases. This is a very remarkable fact. It is given 
at a sacrifice, in one sense, for some of the intervals are extremely 
wide, and would probably make the scale useless musically. In 
one or two cases there are intervals of three whole tones between 
hues. This necessitates a series of semi-hues in other places. 

The two series of Pentatonic modes may be termed positive 
and negative, not to confuse themselves with “major” and “‘minor”’ 
the positive turning to the right and vice versa. Any one actually 
following these on the Makara will see that seven faces are left out 
of the twelve ; and these seven hues can of course form a scale : 
so that if a septenary mode is required, one of these may very well 
be chosen or at least experimented with. It is not possible until 
the visual modes have been empirically tested over a long period 
to come to any definite conclusions as to their relative value. My 
procedure is to throw out suggestions as to practicable series so 
that students may come to their own conclusions. Indeed there 
is much to be said for the idea that each artist should not only 
choose but, if he cares to, invent his own scales: Colour being 
essentially an individual activity. The Law is clear, but its 
applications are infinite. 

No one artist could attempt to use every possible mode ina 
lifetime so far as one can see, and the artist will naturally be drawn 
to use those in line\with his own nature and map. 

The Heptatonic modes can easily be found : they are composed 
of the remaining hues in the twelve NOT employed in any particu- 
lar pentatonic scale. Thus Sagittary (negative) is, 5, 8, 9, 10, 11 
leaving for the heptatonic negative; 1, 2, 8, 4, 6, 7, 12. The 
pentatonic series being given it is not necessary to give these in 
- extenso. : 
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In passing it may be explained that the order is taken as 
follows on the model. The Poles, pentagonal of course, are taken 
as standing on their base with point uppermost. (They actually 
face in opposite directions). The five faces surrounding each pole 
are read pointing away from their Pole, their bases conjoined with 
it. Thus their stream of hues branches to left and right in each 
case quite naturally and each mode contains therefore the Polar 
hue, either positive or negative. This gives a certain unity to each 
series. 


Es® TERIGCHORDAL 
INTEGRATION 


Students will have gathered the important points of this 
subject from the main part of this book. It remains here to em- 
_ phasise the enormous power latent in these mantric arrangements 

when used with knowledge. It is by meticulous classifications of 
understood analogies alone that the immense mental power exerted 
by the remains of prehistoric artifacts can be understood. Such 
Hieratic technic must be revived and it can now only be so re-born, 
apparently, through devoted labour on the part of the few who 
are competent to do this work. It would not be in the nature of 
things that such secrets could be given out to those who have not 
prepared themselves by unremitting endeavour to receive them. 
The very small fragments of the ancient method which have here 
been recovered at least prove that everything is there for those who 
know where to look. 

The importance of archaeological uncovering cannot be 
exaggerated in this matter. For the most part the finest exam- 
ples are no doubt still hidden but are all the time being recovered. 
Special note should be made of the work found in India, China 
and ‘completely uninvestigated fields in such places as Australasia 
and Central and South America. It is much more likely that we 
shall recover the preceding work of the Lemurian artists, that is, 
those preceding the production of the Easter Island statues, and 
the prehistoric remains round Lake Titicaca, than very much 
Atlantean work anywhere, in situ. There is still plenty of latent 
symbolic material even in England of which we are unconscious, 
bearing the hall mark of traditional meaning. 

The Chord, like the elementary Sigil in composition, im- 
mediately precedes the Image, indeed in some cases is the link. 
It holds the essence of the particular aspect of the gnosis that is 
germane to the idea in process of manifestation. Esoterically 
considered it patently is the result of the planetary interaction 
which can only occur through Zodiacal differentiation. This is a 
very important point, and throws ‘considerable light, possibly, on 
the “fall.”? It is clear that if the Planetary colours are combined, 
their result is more or less white light, in the transmitted method 
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and gray in the re-mitted. But when differentiated into the 
Primary hues they can be re-combined as chords that, whilst 
remaining colour almost at its intensest, at the same time partake 
of other implications. This fact may hold a good deal that is 
illuminating in regard to mantric activity in the future. The 
great hindrance at present to an understanding of this is the pre- 
disposition to consider facts on a physic level or intellectually 
unbased by a Buddhic intuition. Nothing of value can occur from 
this except possibly on a purely human and empirical plane. Art 
in every part belongs where indicated, whence it involves itself 
below in symbol. It is therefore by the symbol alone that its real 
meaning can be recovered, and the symbol includes both the 
Buddhic and Manasic in its unity : i.e. it is inherently androgynous 
even in manifestation. 

For this reason the secret of Chordal integration is twofold 
and must be approached from both poles of the Sephira of Colour, 
using the word here as meaning Central and Circumferential : from 
Light and Colour together, as well as from 1—12. 


THE ORIENTAL MODES. 


There seems little doubt that these modes, and especially the 
division of the octave into twenty-two, will be of the greatest 
value to the esoteric painter. Not only does it give him a far 
wider range of choice, even than the twelve-fold division as pri- 
maries, indicated by the harmonic gamut, but a far subtler potent- 
iality in regard to the decanates of the months. 

The idea is to us complex on account of our lack of familiarity 
with the division, and also the Indian assignations appear to be 
different from our usual ones: all this needs to be overhauled. 

The general idea is however extremely simple, and appears 
to be that the Seven Colours or ‘‘natures’’ of the Planetary forces 
operate in the twelve houses or signs in different ways. ‘Thus the 
hues are not exactly analagous to colours in that they are more 
the results of the operation of the planetary force upon, or in, 
a specified space. We are told that the planets differ in result 
according to the spaces in which they operate, and that the “‘note”’ 
i.e. the 22 srutis, are principal differentiations of such planetary 
operation upon the Zodiacal band. In our terminology this would | 
appear to eventuate in at least 48 changes, like the Bach divisions, 
if related to the decanates for instance. But the Indian idea 
seems a little different and perhaps follows the Lunar changes 


ESOTERIC CHORDAL INTEGRATION 89 


rather than the Solar. In any case their changeless Two are not 
the Luminaries of our diapason, though the Kung or Sa, is one 
of them. The whole subject is demanding clarification. 

Confusion in regard to colour-nomenclature and allocation is 
rampant in the Theosophic field and this is scarcely to be wondered 
at when H.P.B. can write in the same sentence that the Kung 
sound is of an ‘‘wnappreciable’”’ pitch, and that “it is F”’ (p. 464 
Vol. 12 S.D.); and on the same subject p. 662, “white is the 
absence of all colours.” (Scientifically speaking) this is simply 
not so, for it is perfectly easy to prove white to be the active co- 
operation of all the spectrum colours. If it means “‘apparently to 
the physical eye’’—it is superficially true but misleading. 

On the other hand there is nowhere else whence to expect help, 
and the precision of the following statement leaves no room for 
ambiguity :— 

“The seven prismatic oolouins are direct emanations from the 

Seven Hierarchies of Being, each of which has a direct bearing 
upon and relation to one of the human principles.”’— Ibid 462. 
especially when the relation of these is explained elsewhere as 
forces of creation undergoing seven transformations during the 
process, 

Again the bald “‘the colour of the earth is blue,” leaves much 
to be desired. So novel a statement should at least explain which 
blue ? There are said to be 200 aspects of blue appreciable to the 
Indian dyer. The primaries (it is said to be a primary) 8, 9 and 
10 would all be called blue by the average person. 

The explanation on p.461 Ibid, of the way that ° ‘occult sym- 
bolism is determined is to say the least naive, and nothing could 
be less scientific or definitive. Where such statements are illogical 
they should surely be taken with several grains of salt. That this 
sort of thing is sometimes due to lack of detailed explanation is 
probable : for instance the same author mentions that the physical 
planet only affects the physical body, so that in connecting, say 
Venus, as is usual, with blue we need to know both ‘“‘which Venus” 
and “which blue’’: there being doubtless seven variants of each, 
for Ibid (463) 

“Thus we see the Divine Essence of our Progenitors..... circling 
through seven stages,” 

and this may explain the increasing number of primaries perceived, 

which normally should be seen in spiral rounds of seven. The 

seven colours used in the Key System in relation to the planets, 


90 COLOUR 


may stand for the lower range, and the next be represented by 
the twelve Hues to be completed to 14 perhaps by the envisaging 
of Infra Red and Ultra Violet. If this were so it would prove that 
the elementary range included the next subsequent series within 
itself and that its limitation was merely one of perception, con- 
fusing (in this case two) ranges in one. There is nothing to prevent 
such a process going on indefinitely so far as one can see, as one 
rises on the spiral of unfolding consciousness. 

Our aim here is to use our terms in such a precise way that they 
can be seen to be wrong if necessary. The ‘‘colours’’ are under- 
stood as being, five of them, androgyne, separable in the twelve- 
fold range of Hues into a positive and negative aspect, with possible 
two or more hues to come to complete the fourteen demanded. 
_ At present these, although detected in other ways, are invisible 
and seem to be “outside” the orbit just as do the various invisible 
planets that are periodically ‘“‘discovered”’ by natural science. 

I shall now suggest an arrangement of the material presented 
in the first part of the book, by which the twenty-two divisions of 
the Modal gamut might be reasonably related, without outraging 
the proved facts of western astrological terminology. 

As it stands the Indian arrangement is completely unex- 
plained from this point of view and would seem to be constructed 
entirely on a practical musical basis apart from the adoption of the 
Kung as the universal tonic. This itself is an excellent ideal 
basis but it means on this ground that the real tonic or mesa, is C, 
descending, and it is this C which in the Indian version is the 
trouble, being the other invariable note. This is impossible on a 
western astrological basis, for it implies the following allocations. 

**K”’ (Ni) would include the no.22 hue as well as 19, i.e. yellow- 
yellow-green as well as yellow-orange of the old nomenclature and 
would be allocated to the Sun as Leo. This means either that the 
Martian C is limited to the one red, Crimson, 14, and the three 
other reds and deep orange are allocated to Mercury, or the red 
series is given reasonably to Mars and the C only to Saturn. In 
neither case does it make sense at all nor can it possibly be applied 
to Zodiacal usage. , 

There is however a quite simple way out if a slight re-arrange- 
ment of the invariables were allowed. Beginning at the beginning, 
it would seem that 1 must be reserved for the Kung, tonic, the 
Inferior Luminary of our scheme, and if the Solar yellow, 21 here, 
were retained for the Superior orb, the mysterious 22 would very 
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reasonably come between them taking the place of the completely 
white ray possibly, or bearing it at its centre. There would then 
seem to be an excellent basis for retaining the fourfold aspect 
of the remaining colours as indicated in the Indian arrangement. 
However, it would necessitate a curious change in regard to the 
Kung and to the Lunar allocation, which might be said to be illum- 
inating rather than otherwise. That is, if the 22 were definitely 
ascribed to the Moon, next to the Sun as in our own twelve-fold 
scheme, it would place the Kung, 1, in the position the first of the 
Venusian quaternary. In this case it obviously would represent 
the Taurean Vesta-Isis which has invariably applied to the Earth 
especially. The removal of the Lunar orb as indistinguishable from 
the earth ....in any reading rather preposterous, brings it not 
only into relation with Venus in a way that is very apposite 
astrologically, but also into the range of the “Blues” and so 
satisfies Mme. Blavatsky’s strange statement noted above. Not 
that any one could honestly call the Kung vibration “blue” but it 
does come within the Venus-Negative range 1—4. It is quite 
likely that this author had some such connection in mind rather 
than the purely colour-angle of speaking. 

If this explanation were accepted the whole scheme falls 
into place with admirable lucidity. Opposite Sol-Luna we, as 
in the Zodiacal scheme, have Uranus-Neptune, and as single com- 
plements, the Grand Polarity of Venus-positive-Mars. 

We then have the 4 hues of Vesta opposed to the 4 Saturnine 
hues and the 4 Mercurial yellows opposite the 4 Jupiter violets. 

What this arrangement really implies is that the Two Lumin- 
aries find themselves ‘“‘conjoined”’ as is frequently hinted at, 
but also that the Uranus-Neptune dyad is similarly one at the 
opposite pole, possibly under Pluto’s authority. The position 
leaves plenty of room for expansion and rearrangement, and it 
also gives an essentially practical instrument for horoscop:c 
delineation as well as for the exigencies of art whilst leaving the 
satisfactory Zodiacal band of hues basically untouched. Re- 
arrangement of the Planets will no doubt continue to be made 
for some considerable time and need excite no one unduly. 

An interesting point in connection with the Indian system, not 
stressed particularly by Danieclou, is that it provides for a con- 
tinuous change of the invariable Tonic. This would seem to 
imply a movement with the Precession, but Danielou’s version 
of the change does not bear this out symbolically. He says that 
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the invariable tonic has changed from E through D to our present 
C in recorded time and that to the future musicians it will be B. 
Presumably he refers to the Aquarian change to B. This will 
be a welcome relief at any rate, and the B of course does link 
it with Aquarius, but the other notes do not seem to apply in the 
least with the immediate past authorities. 


The fact of course is that the hues do not follow evenly the 
Zodiacal order any more than do the planetary controls ; this order 
being schemed on quite a different principle. However, our 
proposed scheme would place Uranos-Neptune as B on a higher arc 
than Saturn and following Sagittary, from whom we are told, 
the circular revolution breaks away into the spiral on a similarly 
higher vibratory path. 


As it stands the Indian arrangement takes no notice of the very 
important fact that an inevitable division occurs between 11 and 
12 in that scheme. These are the two aspects of Saturn and of B 
in the Zodiacal band and it is here that the vibrational character — 
is crucial. 11 is the most rapid and 12 the slowest of the entire 
-gamut....amongst the 22. They are therefore not part of a circle 
and must be one above the other with the whole 22 between them 
5 AAS tie: similar as the hues may be. 


The Sephira of Colour therefore remains the best obtainable 
explanation of this fact. On this plan each phase positive and 
negative, would occupy five turns, leaving the two half-turns for 21 
and 22. (This ignores Uranos and Neptune). 


That is, on a circular plan the numbers would be as follows: 


Saturn B 10-13. 

Mars C 14-17. 

Mercury D—18-21. 

Sun K—22-1. 

Moon F. 

Venus G 2-5. 

Jupiter A—6-9. : 


This does not really conflict with the other proposal. It 
merely alters the planetary allocations normally. The divisions 
would be at mid-Saturn and between Sun and Moon in another 
sense. This implies further a mysterious black line between 11 and 
12 and a white line between 22 and 1, possibly indicating a spiral 
ascension. 
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THE FIVE WORDS OF JESUS. 
(from a secret apocryphal writing). 


“When he re-appeared after the three days’ trial, falsely 
termed death by some, he came forth initiated into the undying 
realities of Being and clothed, as it is said, with the Sun. For the 
grave-clothes he left thrice-folded for the use of those who should 
follow him, but himself was now given a single shining garment 
girded about the paps with gold. And on it was embroidered in 
diverse Twelve colours the Five Words of Power, which, being 
translated, may read, ZAM A, ZAM A OZZA PAX AMA 
OZ ATI (“The Robe, the glorious Robe of my strength.’’). 

For by the Powers given to him and always at hand, had he 
initiated himself to be the conqueror of ignorance and of aimless 
wandering to and fro in the earth so that he might now rise even 
into the Christ-sphere beyond the Last Veil ; where all must come 
in a similar manner to be an incorporeal Image or sum of the Seven 

Virtues of Man.” (i.e. the Logoic White Light). 


THE MYSTERY OF TWENTY TWO. 


It will be remembered that in the Hebrew alphabet and the 
Tarot Trumps, the number twenty two is stressed, which has no 
apparent relation to 5,7 or 12. It must first be noted however that 
seven, in relation to the planets, is itself a blind. Danielou 
writes :— 

The Hindus consider the scale as made of seven principal notes, 

or svaras, connected with the '7 main planets, and two secondary 

notes, corresponding to the two planets which are not visible 
to the naked eye.... These sounds place themselves, according 
to Modes, into the 12 regions of the octave just as the 8 growps 
of consonants associate themselves with the 12 vowels, or the nine 
planets with the 12 Zodiacal Signs. 

Which is very illuminating. 

The emharmonic scale of 22 sounds in couples at an interval 
now known as the comma, was that of the Arabs as well as the 
ancient Greeks and Indians. ‘The number 22 is related to 7 by 
the ratio 22/7 which is the approximate expression of the relation 
between the circle and its diameter . . . besides, in 22 are united the 
symbols of 2 of the ‘elementary movements’ . . . .the local movement 
(2) and that of alteration (20) as Dante explains in his Convito 
(Guenon).” 
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We find once more, therefore, that the basic proportion in 
creative works is this Solar one of Pi, whereas the differentiated 
effects, wnfinitely varied and fluid, follow the Lunar Root-pro- 
portions which cannot be expressed in whole numbers. 


A PREHISTORIC SCALE. 


Carl Engel has an interesting page on the ancient Peruvian 
pipes in his “Musical Instruments,” (H.M. Stationery Office), 
where he says that they had minstrels who composed and recited 
—‘that is,” Inventors—amongst whom the pipe and syrinx were 
very popular. These usually had a pentatonic scale, but in some 
cases there are curious variations and semi-tones made by alter- 
native pipes which could be closed at will. The possible notes of 
one of these Huayra-puhuca being E F Fs GGs A CCs DE FA 
ascending. The instrument had eight pipes. The Peruvians 
appear to have used different series of intervals for different kinds 
of music as with the Indians and Greeks. de la Vega writes :— 

Each poem, or song, has its appropriate tune, and they could not 

put two different songs to one tune. 

It is evident that the wind instrument was perfectly familiar 
and commonly used. The following is an exquisite “Accession 
Prayer’ of an Aztec Prince. 

I am thy flute ; reveal to me thy will ; breathe into me thy breath 

like unto a flute, as thou hast done to my predecessors on the 

throne. As thow hast opened their eyes, their ears and thevr 
mouth to utter what is good, so do likewise to me. I resign 
myself to thy guidance. 


A fitting close using the symbol of the stringed Lyre of the 
Greeks, by H.P.B., is this parallel passage from The Secret Doe- 
trine Vol. 3:481 :—- 


“Our Principles are the 7-stringed Lyre of Apollo, truly. In 
this our age, when oblivion has shrouded ancient knowledge, 
men’s faculties are no better than the loose strings of the violin... 
But the occultist who knows how to tighten them and tune his 
violin in harmony with the vibrations of colour and sound, will 
extract divine harmony from them. The combination of these 
powers and the attuning of the Microcosm and the Marcrocosm 
will give the geometrical equivalent of the invocation 


OM MANI PADME HUM.” 
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